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ABSTRACT 
MESSAGES FOR GIRLS: 
LOOKING AT THE REPRESENTATION OF WOMEN'S SHORT FICTION 
IN AMERICAN LITERATURE HIGH SCHOOL ANTHOLOGIES 
MAY 2002 
AURELIA RAMAGE TIPPETT 
B.S. UNIVERSITY OF GEORGIA 
M.Ed. GEORGIA COLLEGE 
Ed.D. GEORGIA SOUTHERN UNIVERSITY 
Directed by: Professor Delores D. Liston 
The purpose of this qualitative study was to answer the question "What messages 
about the image of womanhood are available to adolescent females in female-authored 
short fiction that appears in a variety of American literature textbooks used since 1965, a 
few years preceding racial integration and widespread coverage of the women's 
movement in rural Georgia, through 2000?" 
Five American literature anthologies that were used in the Laurens County 
Georgia School System for instruction in the required American literature course since 
1965 were collected. Short fiction written by women was identified and then the 
researcher identified those women writers whose short fiction had appeared in at least 
two of the textbooks. This group consisted of Sarah Ome Jewett, Kate Chopin, Willa 
vii 
Gather, Katherine Anne Porter, Eudora Welty, Shirley Jackson, and Flannery O'Connor. 
The researcher then studied each writer and analyzed the short stories that were included 
in the Laurens County School System's adopted texts. 
The researcher discovered that since 1965 publishers have slowly increased the 
number of women writers who have been anthologized; however, they still represent 
more men writers than women. Furthermore, they devote more pages per male writer 
than they do to the female writers. It is the researcher's contention that the women 
writers included in the study were autonomous women; however, their anthologized 
stories included female characters that were not as autonomous as their creators. Indeed, 
many of the stories featured male characters, while using the women characters 
peripherally. The study also briefly discusses compilation of the textbooks regarding 
question presentation, grammar, composition, and vocabulary skills, as well as artistic 
illustrations. 
The study indicated a need for more care on the part of educators and publishers 
in providing strong, positive female role models in fiction written by women. The study 
also suggests the development of ways in which teachers can more easily use textbooks 
to present integrated lessons, appropriate for all students. 
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Chapter I 
Purpose of the Study 
When one hears the term feminist, one may think of activists protesting gender 
discrimination, or even picture a woman working in a male-dominated profession. Or, as 
Susan Faludi argues in Backlash (1992), perhaps one erroneously believes the need for 
the term no longer exists because the women's movement has achieved equality for 
women. Too often, one hears women say, "I'm not a feminist, but..." as if the very 
word feminist were somehow anathema. However, the term must be recognized as a 
legitimately needed one. After all, women have not achieved equality, and girls are still 
often educated in ways that send an insidious message that they do not have the potential 
to achieve autonomy that boys do. One place they get that message is in the material 
offered to them in their school curriculum, specifically in their Amencan literature 
textbooks. 
This study examined the American literature textbooks used in one school in a 
rural Georgia School System. To facilitate the reader's understanding of the problem of 
female role models in female-authored short stories, I have provided the following: the 
research question posed; an historical overview of the feminist movement, educational 
theory and practice; and a description of the intent and setting of the study. 
Research Question 
Pratt (1978) has suggested that high school textbook publishers agreed with the 
London Times Literary Supplement reviewer who, in 1969, defined feminist fiction as 
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too didactic to be read for enjoyment. Do the fiction stories that have been anthologized 
present a patriarchal view of women for the subversive instruction of young women? 
This idea leads to the question, "What messages about the image of womanhood are 
available to adolescent females in female-authored short fiction that appears in a variety 
of American literature textbooks used since 1965, a few years preceding racial integration 
and widespread coverage of the women's movement in rural Georgia, through 2000?" 
Historical Overview 
Early studies of women and their development avoided the terms feminist and 
feminism. Indeed, in the early 1970s, Kathleen A. Staudt (1998) suggested that writers 
and social activists worried that the connotations of the terms lent themselves to 
stereotypes that unnecessarily clouded the issues for the public. Nevertheless, despite 
any unclear terminology, the Women's Movement was active. The first annual 
nationwide "Women's Strike for Equality" was held on August 26, 1970, to 
commemorate the fiftieth anniversary of suffrage, and Kate Millett, feminist writer- 
activist, was on the front cover of Time magazine shortly thereafter (Greene & Kahn, 
1993, p. 34). In 1972, Affirmative Action officially began and women hoped that it 
would have a positive impact on the female labor force (Greene & Kahn, 1993). 
In 1975, Josephine Donovan wrote that there was a "fundamental transformation 
of consciousness taking place at this time in history, and the women's movement is a, if 
not the, critical part of this change" (Donovan, 1975, p. 74). The Modem Language 
Association fonned the Commission on the Status of Women in 1970, marking the 
beginning of an organized critical effort (Register, 1975). Because literature depicts 
history and social change among many things, it is an important indicator of the place 
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women hold in society. Florence Howe, president of the MLA, in an address at the 88th 
Annual Convention on December 27, 1973 stated, "Literature, in its most ancient and in 
its most modem forms, illuminates lives, teaches us what is possible, how to hope and 
aspire" (Andersen, 1978, p. 7). 
In that search for illumination and hope, feminists called for literature depicting 
realistic female role models as well as for feminist literary critics who had experienced 
consciousness-raising and who understood that literature, especially that literature 
authored by men, had failed to provide authentic female characters for women (Holly, 
1975). They wanted readers to be exposed to active women in literature as a means of 
reinforcing the idea that women in the real world could also be actively involved in the 
decisions and actions of their own lives. Because students broaden their view of the 
world vicariously through exposure to ideas encountered in their reading, the ideas, 
characterizations, and biases presented in student reading material are important. 
Literature delivers gender images and male and/or female role models. According to 
Scott and Schau (1985, p. 219), there is a considerable gender bias in textbooks used in 
schools: 
(1) females appear as main characters and in illustrations 
far less frequently than males; (2) females and males are 
overwhelmingly portrayed in sex-stereotypical roles; (3) 
females appear more often than males in derogatory roles; 
and/or (4) male generic language is used. 
Consequently, the mode of delivery of those biased ideas, namely the textbook, is 
extremely important, especially when one considers how much many teachers depend 
upon the textbook in literature instruction. 
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Literary Instruction Theory and Practice 
Certainly there are several widely accepted reasons for teaching literature in the 
high school including the following: a.) improving reading comprehension, b.) preparing 
students for the rigors of college (although obviously not everyone will attend college), 
and c.) improving the cultural literacy of the young (E.D. Hirsch would approve). As 
Beach and Marshall (1991, p. 16) have pointed out, 
...justifications for the presence of literature in the 
curriculum have reflected the broad cultural forces at work 
in society as a whole. In the nineteenth century and in the 
first decade of this century [twentieth], literature was often 
taught only to the select few who could attend private 
academies. 
Literature, thus, was believed to provide opportunities for the moral instruction 
and character improvement of the future ruling class. Literary instruction was also seen 
as one of the few opportunities students had to consider "larger questions of value" 
vicariously (Beach & Marshall, 1991, p. 19). For example, a future president could learn 
about tough choices without having actually to make them. 
Because of the opportunity literature affords students to learn vicariously, the role 
of literature in the instruction of America's youth has historically been important. 
Adolescents in high school spend more time studying literature than any other academic 
subject (Beach & Marshall, 1991, p. 15). Consequently, literature has been used as a tool 
in at least two ways. First, it has been an important political tool for socialization. For 
example, with the increase in immigration to the United States in the 1920s, schools 
offered more diverse, but still didactic, literature in order to interest immigrant students 
and thus promote socialization and assimilation. 
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Secondly, literature has been used as a toolbox of literary styles and grammatical 
structures to serve as models in the instruction of writing. The 1940s to 1960s saw the 
emergence of the New Criticism, which perceived the study of English (grammar, 
composition, and literature, etc.) as a "discipline" and viewed the textbook anthology as a 
detached subject of study (p. 16). Students studied passages of literature as models of 
composition, perhaps more as bodies of organized evidence of grammatical composition 
mastery than for the content of ideas. 
By the 1960s, there were two poles of reading instruction present in the schools. 
The first pole (or one end of the continuum of instruction) recognized broad social 
changes associated with the Civil Rights Movement, with Vietnam, and with increasingly 
politicized college campuses. These changes led to a strong liberal trend in the high 
school literature curriculum, which allowed a wider use of adolescent literature and 
began to encourage the introduction of literature by women and minorities. 
Educators more closely associated with this more liberal perspective saw the goal 
of literature instruction as helping students to "understand themselves, their community, 
and their world more thoroughly" (Beach & Marshall, 1991, p. 17). However, the more 
conservative pole represented a reaction to the lowered verbal scores on standardized 
tests and took a more conservative view of the literature curriculum. Reasoning that 
literature instruction actually provides the basis for instruction in both fields, educators 
concentrated on instruction of basic skills for reading and writing (p. 17). 
At this point, it is important to describe how literature instruction is most 
commonly administered. This description can be seen in the work of Arthur Applebee 
(1989), who found that most secondary teachers employ methods reflecting the New 
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Critical orientations. The first approach involves literature teachers focusing on a close 
reading of the text that they see as a commonsense approach. Questions come from the 
texts and may range from basic recall to inferential or application exercises. The second 
approach is the formalist approach, popular in traditional textbooks. This second 
approach focuses on specific aspects or elements of the story such as setting, 
characterization, plot, language, and theme, and how these elements fit together to form a 
"coherent whole" (Beach, 1993, p. 2). 
These two approaches are not mutually exclusive, but rather exist on a continuum 
with teachers moving back and forth between the two points on the continuum. 
Furthermore, these two poles exist in conjunction with the triangle of author, work, and 
reader (Beach & Marshall, 1991, p. 22; Rosenblatt, 1978). This triangle is a model of 
reading theory which has been characterized in the history of modem literary theory as 
occurring in three stages: "a Romantic 'preoccupation with the author,' a New Critical 
'exclusive concern with the text,' and finally a 'marked shift of attention to the reader 
over recent years'" (Beach, 1993, p. 1; Eagleton, 1983). Nevertheless, one must 
remember that the focus of literary criticism is a hermeneutic one: both making meaning 
and extracting meaning from the text more than focusing upon the process by which 
readers locate that meaning (Beach, 1993, p. 1). This relationship between meaning, text, 
and work, reminds one of Rosenblatt's point that text is only the words. Meaning does 
not emerge solely from the words, but from the relationship between author, text, and 
reader (Rosenblatt, 1978; Beach & Marshall, 1991). Furthermore, as students try to 
discover meaning through their interaction with the author and the text, they will have 
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their own views of themselves and their gender affected, particularly if they are female 
students and they read overwhelmingly male-dominated material. 
Evidence of more male-friendly material in the classroom seems to be inherent in 
literature instruction. Indeed, some theorists write that the popular classroom discussion 
model of argumentation, wherein the students try to persuade the teacher to accept their 
view of a story or some element of the story is an adversarial power relationship that is, 
by its nature, associated with masculine gender orientation (Beach, 1993, p. 113). "While 
there is no single feminist theoretical position on response, feminist critics share a basic 
concern with the very limitations of responding to what is largely a male canon and what 
they characterize as a male reading formation" (Beach, 1993, p. 139). 
Like Fetterley's earlier work, the work of Richard Beach and James Marshall 
(1991; 1993) supports the idea of asking students, especially female students, to read 
from a feminist perspective, to disrupt that male reading formation, and to question the 
universalities presented in literature. Nevertheless, reader responses to the literature read 
in schools provides valuable cultural insights. After all, "Among many dramatic changes 
in literary theory over the past thirty years, one of the most striking has been the growing 
prominence of what has come to be called reader-response criticism" (Beach, 1993, p. 1). 
In his work. Beach has identified five kinds of reading theorists: a.) textual theorists who 
are interested in how readers draw on and use "their own knowledge of text or genre 
conventions to respond to specific features;" b.) expenential theorists who believe that 
the reader should draw upon her own experiences to understand the text better (for 
example, how does the reader identify with the character?); c.) psychological theorists 
who believe that the readers' cognitive or subconscious processes and how those 
8 
processes vary according to the unique individual personality and developmental level of 
the reader; d.) social theorists who focus on the influence of the social context of "the 
reader/text transaction"; and e.) cultural theorists who are interested in how readers' 
"cultural roles, attitudes, and values, as well as the larger cultural, historical context, 
shape" reader responses to the text (Beach, 1993, p. 9). Certainly, these classifications 
are not mutually exclusive, and teacher-theorists may actually reflect several in their 
instruction of youth. 
The literature that is used for the instruction of youth is supposedly representative 
of the national voices within the literature of a nation; however, sometimes in avoiding or 
resolving conflict, voices from different camps of feminism have been silenced (Weiss, 
199S). As Nina Baym (1985, p. 65) pointed out, "...from its historical beginnings, 
American literary criticism has assumed that literature produced in this nation would 
have to be groundbreaking, equal to the challenge of the new nation, and completely 
original." 
Consequently, American literature was judged less by its form (which was viewed 
as too British) than by its content. Therefore, the early American critics looked for a 
standard of Americanness rather than a standard of excellence. They asked that a work of 
literature celebrate what they deemed as the American experience and character, 
described as male. For example, James Fenimore Cooper's Natty Bumppo, arguably the 
first he-man of American fiction, became the American everyone wanted to be-everyone 
male that is. He was honest and brave and adventurous. Though he had been raised by 
Native Americans, he was actually a white male of European descent; he was an unequal 
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blending of two cultures, ancient and modern—he was THE AMERICAN HERO, brought 
to life by a white American male and embraced by white male critics. 
Female readers also read and embraced the American Hero icon, without 
recognizing their own exclusion from the icon; indeed, adolescent girls still read 
literature that asks them to live through a male hero, and many do so readily. Adolescent 
boys are much less willing to read about female protagonists than their female 
classmates, who have been conditioned throughout their school years to acquiesce to 
teacher requests to read about male protagonists because of the prevalent male idea (at 
least in rural Georgia) that boys who read girl stories are somehow risking their maleness. 
Thus, adolescent girls are encouraged to read what boys will read regardless of what type 
of fiction actually appeals to girls. For example, while girls will read The Last of the 
Mohicans or The Adventures of Huckleberry Finn uncomplainingly, it has been my 
observation that boys will complain loudly if the suggestion is made for them to read 
books perceived by them as a girl's book, such as Kate Chopin's novel The Awakening. 
Ironically, I think it is that passive cooperation of female readers that reinforces 
the male idea that male-centered stories are literature, while female-centered stories are 
just for girls, adding nothing to the male experience which is often equated with the 
American experience (Fetterley, 1978, p. xii). Indeed, the social certainty seems 
historically to have been that stories about women could not contain "the essence of 
American culture" and, thus, "the American experience is [was] inherently male" (Baym, 
1985, p. 70). Of the resulting lack of women's fiction, Lillian Robinson wrote in 1983, 
For more than a decade now, feminist scholars have been 
protesting the apparently systematic neglect of women's 
experience in the literary canon, neglect that takes the form 
of distorting and misreading the few recognized female 
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writers and excluding others. (Showalter, 1985, p. 106). 
According to Baym, women find ways to use that heroic myth. For example, a 
woman could use it by making "nature out to be male—as, for example, Willa Gather 
seems to do in O Pioneers!" (1985, pp. 75-6). However, that is only one suggestion, and 
it does not change the fact that women writers, in dealing with male critics, were at a 
disadvantage. 
Girls use the still-present heroic myth by internalizing the message that males 
have adventures, while females are truly the weaker sex in need of rescue. Furthermore, 
Dorin Schumacher (1975) suggested that critics utilize two sex-linked criticisms, 
recognizing that the literature created by males, or females adopting the male perspective, 
is "masculinist" literature. Literature written from the masculinist model interprets 
winner-loser relationships; for example, the male is active, the female is then passive, or 
the male uses logic whereas the female relies upon emotion. Literature written by, about, 
and for women tends to be more concerned with relationships, and is, therefore, labeled 
as feminine1. Of these two sex-linked criticisms, Schumacher assumed, "that male and 
female exhibit group characteristics that are biologically determined or socially defined 
or both, and both may make dichotomous, value-associated assumptions about the two 
sexes" (p. 32). 
Assumptions are also made about the critic and the writer. "The literary critic 
must be held responsible for questioning her/his adherence to sex, class, and race biases 
in evaluating a work; the writer must be held accountable for creating superficial and 
stereotyped characters or motivations" (Holly, 1975, p. 45). While literary criticism can 
I Dorin Schumacher (1975) described such literature as feminist, rather than feminine, to contrast il with the term "masculinist " 
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never be completely objective any more than the interpretation of a poem can yield only 
one meaning. Holly argued that literary criticism can approach professional objectivity 
when critics are knowledgeable of "prevailing cultural myths, about the sexual, racial, 
and religious stereotypes that we as a people have internalized" (p. 41). Like everyone 
else, critics must be aware that their experiences and knowledge shape their opinions, and 
until they acknowledge that fact, they cannot hope to hold personal factors in abeyance. 
On a very personal level, adolescents have a need to define and explore the 
complications of defining gender roles (Beach, 1993, p. 140), and adolescent males tend 
to dominate classroom discussions (p. 80). Indeed, Belenky (1986) had earlier argued 
that female students prefer to learn material through connection with personal lives. This 
fact coupled with Beach's report (1993) that females are interested in social and cultural 
experiences while males are more interested in task completion leads to the belief that 
while all students may study literature for similar reasons, they do so in multiple ways. 
Of course, this would also indicate from the male perspective that females are lazy 
socialites while men are goal-oriented problem solvers. However, from the female 
perspective, this same data could opine that women care about the world around them 
and that men are insensitive. 
Recognizing society's stereotypical view of female sensitivity, Myra and David 
Sadker (1994) have sought to determine the social factors impacting young female 
students as they are socialized in a patriarchal society. They have found in their research 
that schools fail girls in a number of ways: boys are called upon to answer questions 
more frequently than girls, boys are given 'better' questions and are given "more precise 
and helpful feedback" (p. 1); boys receive more teacher attention and time; and boys see 
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male role models in textbooks more than girls see female role models. The Sadkers have 
consistently called for education and equity in the treatment and education of females. 
Like the Sadkers, 1 am interested in the treatment and education of females. For 
the purposes of this study, I was primarily interested in the presentation of female- 
authored short fictional works to adolescent females. I also recognize that reader 
responses to the literature are necessary to understand how modem adolescent females 
are impacted by those selections. Of course, such responses may take a variety of forms. 
Indeed, if readers are never permitted to respond to literature, the teaching of literature at 
the high school level would be pointless. 
Intent and Setting 
Intending to discover inherent messages, and with a view of which women writers 
have been accepted into the literary canon used by high school textbook publishers, and a 
particular interest in the feminist literature they have produced, i.e., fiction portraying the 
American female experience including relationships, I examined the stories adolescent 
girls are exposed to in their American literature textbooks. I tried to discover what these 
anthologized writers saw as the female experience and how they portrayed women. What 
did these American women writers have to say to adolescent females about being female? 
The intent of this study was to collect a representative body of American Literature 
anthologies used at West Laurens High School in rural Georgia over the past thirty years 
and to examine the representation of females by women writers of short fiction contained 
in that canon of literature and to study the messages of those selections. 
It is important to place the study within the proper socio-historical context; hence, 
it is necessary to describe the school that was the setting of my study. I chose to use 
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West Laurens High School and the Laurens County School System in my study for 
several reasons. First, as a resident of Laurens County, the proximity of the school and 
the system administrators made the logistics of gathering material much easier. 
Secondly, as a Laurens County native and a teacher at West Laurens, I possessed first 
hand knowledge of the school curriculum. Thirdly, I enjoyed easy access to storage 
rooms and administrators who were willing to support my endeavors in locating the 
needed textbooks. Also, as a parent of a daughter enrolled in the Laurens County School 
System, I am profoundly interested in the effects of literature on adolescent points of 
view that may be affected by the American literature texts used in that system. Finally, 
having witnessed tremendous change in the clientele of West Laurens in the last two 
decades, I wanted to see if the literature texts reflect those changes. Also, I was curious 
about the adoption of texts just prior to consolidation that formed West Laurens in 1972 
and whether or not those texts choices may have acknowledged the societal changes the 
rural county experienced during that time. Hence, I wanted to look at texts immediately 
preceding the formation of West Laurens and textbook adoptions since then also. 
Today, the Laurens County School System for Language Arts adopts textbooks 
every seven years. However, that schedule was not strictly adhered to during the years of 
consolidation of the schools. Since West Laurens came into existence in 1972,1 wanted 
to look at American literature texts from 1965 to be sure that I had looked at the books 
used during the upheaval of consolidation and de-segregation until the last adoption in 
1998. I chose to look at American literature texts because American literature is taught at 
the eleventh grade, when the focus of literature instruction shifts from the genres to the 
literary movements with their inherent philosophies. 
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For an objective report of West Laurens, I turned to the Georgia High School 
Report Card and to the West Laurens High School Improvement Plan developed during 
the 2000-2001 school-term. West Laurens High School serves approximately 850 
students in grades 9 - 12, of whom approximately 61% are white, 39% are black, 0.7% 
are Hispanic, and 0.1 % are Asian; and 0.3 % are multiracial2. 
The Georgia School Report Card for West Laurens, for the 1999-2000 school 
year, yields the following facts. Of the eighty students who were retained that school 
year, 42 (52.5%) were black and 38 (47.5%) were white. None of the Asian, Hispanic, or 
bi-racial students were retained. Of those rctainees, 44 (55%) were male; 36 (45%) were 
female. Over 42% of the students receive free or reduced lunches, and 5.7% of the 
students dropped out of school before the end of the school term. Of the 188 graduates, 
34% qualified for HOPE financial assistance, but 29 students received Certificates of 
Performance rather than a diploma. Eight of those students receiving Certificates of 
Performance were in Special Education programs. Of the AP students, 44.8% of the 
students scored a 3 or higher. 
Since 1997, the pass rate for the English3 and Writing sections of the Georgia 
High School Graduation Tests have been, respectively, 90% / 92% (1997-98); 93% / 95% 
(1998-1999); and 92% / 87% (1999-2000). For 2000-2001, the Writing Test pass rate 
was 93%4; scores for the English test are unavailable at this time. Fewer girls have failed 
either the English and/or the Writing sections of the GHSGT than boys since the test has 
been administered. Thus, if girls are being influenced in a passive way by the literature 
2Figures were obtained from the Demographic Profile done at WLHS for the School Improvement Plan, 2000-01. 
3 The English section of the Georgia High School Graduation Test is an exam of the student's vocabulary, reading comprehension, and usage and mechanics skills 
thai are addressed by Georgia's Quality Core Curriculum (QCC) objectives. 
4 GHSGT results were obtained from a state report to WLHS's guidance counselor. 
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they are assigned to read, it does not appear to be adversely affecting their pass rate on 
this particular standardized test; however, one cannot know if the girls might actually 
demonstrate better mastery of skills if they are assigned to read short stones that feature 
assertive females. A future study could address that issue and provide very interesting 
information; however, Georgia will be dropping the GHSGT in favor of end-of-course 
testing as mandated by HB 1187.5 
Nevertheless, by contrast in 1965, the area presently served by West Laurens 
High School6 was served by three high schools for whites and one high school for black 
students. There was only one curriculum track available at each school. Football and 
other such large athletic endeavors were unavailable at the schools, as was band. At one 
of the schools, the class of 1968 consisted of twenty-four students of whom three went to 
college; this seems to have been typical for the area based upon discussions with veteran 
educators in the school system. 
The four Laurens County high schools had been consolidated into two temporary 
student bodies in 1972 while West Laurens High School was being built. When the 
building was complete enough for occupancy, the two student bodies reported to the new 
school building after spring break. However, they were housed in separate parts of the 
building, eventually interacting only at break even though on paper at least they were 
listed as students of one school for that school year. The two divisions had been made 
along geographical boundaries in the hope that each temporary school would be more or 
less racially balanced. 
5 Georgia House Bill ft] 187, the Education Reform Act sponsored by Governor Roy Bames. 
6 Historical information for West Laurens High School reflects my own personal and familial knowledge of the school. 
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In 1980, the student body of approximately 550 students was 51% white and 49% 
black. Approximately 40% of the students were enrolled in college preparatory classes, 
which were overwhelmingly white. Over half of the student body qualified for free or 
reduced lunches and breakfasts. Divorce among parents was rare; professional degrees 
among parents were even rarer. Most of the students lived in towns of less than 500 
people or on farms. Many were the children of farmers. 
Today, approximately 11% of the students at West Laurens High School live in a 
neighboring city school system7 but are transported to the county school system by 
parents or other adults or else they drive themselves. West Laurens High School offers 
four tracks of study in a 4 x 4 Block Schedule: AP, College Preparatory, Tech Prep, and 
Career. There appears to be a higher percentage of AP and College Preparatory students 
living with both biological parents than that of Tech Prep and Career students. Although 
there is less parent participation in PTO than there was twenty years ago, there are more 
professional parents. Few students live on a farm or in households headed by farmers. 
The change in the family educational level of the students at West Laurens and in 
the economic circumstances as indicated by the free and reduced lunch program 
hopefully also indicates a higher literacy rate presently existing than in the past. If 
students are better readers, perhaps they are reading more and are thus more influenced 
by the gender messages to which they are exposed. Hence, it is important to look at what 
those messages may be. 
7This statistic was provided by Mrs. Suzanne Albritton. data clerk and FTE coordinator at West Laurens High School, 2000-2001 
Chapter II 
Maternal Feminism View of Literature and Gender 
As alluded to earlier in this work, there are many voices within feminism and 
many frameworks. Indeed, in 1998, Weiss identified six different theoretical 
frameworks within feminism: (a) liberal feminism, (b) radical feminism, (c) Marxist 
feminism, (d) socialist feminism, (e) black feminism, and (f) eco-feminism (p. ix). She 
stated that these different camps were in conflict and indicated that in avoiding or 
resolving conflict, sometimes voices are silenced. "The silenced are not only muted but 
invisible to those who speak. Their absence goes unnoticed" (Weiss, 1998, p. 6). This is 
not to say that there are only six frameworks; there are certainly more, including that of 
maternal feminism, which to me involves socialist and eco-feminism in a nurturing 
application, and therefore is a comfortable expression of my own belief system. 
To nurture is to encourage growth. Either males or females can and do nurture 
their young: physically, spiritually, emotionally, and psychologically. I believe that 
ideally to educate anyone, one must nurture first—must encourage growth in the four 
areas cited, and because I believe that either parent can do so, I consider myself a 
maternal feminist (Staudt, 1998). Historically, maternal feminists were those women 
who sought to improve society for their children and who saw political power via the 
vote as a means of doing that. 
The term maternal feminism has been used to describe the ideologies of the 
leaders of the suffrage and temperance movements in the late nineteenth and early 
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twentieth centuries. It seems to evoke images of tranquil domesticity. However, in 
reality, it called upon women to define a public role for themselves as women-whether 
as wives, sisters, or mothers— to improve society, especially in the capacity of 
alleviating the oppression and suffering of women and children. 
Educators have a responsibility to nurture the young in an effort to influence 
change in a positive manner. Certainly, as a female teacher interested in encouraging 
students to view females in fiction as worthwhile as their male counterparts, I seek to 
foster a belief in female students that they are worthwhile, that their collective female 
experiences are worthy of literature, while at the same time, I seek to foster a healthy 
respect for them among their male classmates. In so doing I believe that I am 
contributing to improving the world. Thus, my study of literature and its inherent 
messages to young women in high school is presented against the backdrop of maternal 
feminism. From that framework, I have a responsibility to examine closely the messages 
that I am delivering to my students about their roles in American society as they study 
American literature. 
As I approached my study of the inherent messages about what it means to be 
female as it is presented to adolescent girls, I first needed to look at several concerns. I 
questioned how literary criticism had viewed women, what "The Canon" meant, how 
feminist criticism as a force reacting to literary criticism and impacting "The Canon" 
worked and involved women writers. 
19 
Chronology of Literary Criticism 
Before examining short stories written by women and included in high school 
anthologies used in American Literature courses, it is important to consider briefly the 
place of women in literary history and feminist criticism. 
Literature reflected society, which was ruled by men. Since women were denied 
a classical education, educated men were the majority of writers. Although there have 
always been women writers, the majority of writers deemed serious by critics were men, 
perhaps because women were viewed by male critics as less intellectual than their 
classically educated brothers. There was no literature that was by and for women which 
was "deeply embedded within existing social relations, revealing the workings" of 
society and sanctioned by the critics (Felski, 1989, pp. 29-30). 
Nevertheless, there were female writers who were writing about social relations 
and the interactions of society as well as woman's place within society. Thus, contrary to 
what many believe, feminist criticism has been present culturally for a long time. 
Christine de Pisan, a widowed mother who wrote to support her children in France in the 
late 1300s and the early 1400s, objected to the unfair description of feminine characters 
in the work of her male contemporaries; she pointed out that women possessed as many 
qualities and intelligence as men. Jane Anger, author of Protection for Women (1589), 
wrote that male critics slandered women writers; furthermore, she accused male writers 
of conceit and a lack of substance to their work. Anne Finch (1661-1720) was a poet 
who first published her work anonymously because of the abuse directed towards female 
writers at the hands, or rather ink, of literary critics (Anderson, 1978). 
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In the United States, where good literature was judged so by how American1 it 
appeared rather than by literary standards associated with England (Showalter, 1985), the 
work of Susannah Rowson, author of six novels, or 20% of all American novels 
published between 1774 and 1799, was dismissed by critics because of her sex even 
though her novel Charlotte Temple had been printed over 80 times by 1850. Her work 
dealt with relationships rather than politics and nationalism, and so it was deemed 
inconsequential (Baym, 1981). Literary criticism, dominated by males, disregarded 
Rowson's work as unimportant to society and consequently perhaps not worthy of 
acclamation in a national literature. 
In the early 1970s, the women's movement's efforts to raise female consciousness 
had many benefits, which included searching for lost literature by women writers as well 
as fomenting a desire to read about women as depicted by women. During this time 
period, commercial trade and reprint houses vied with one another to reprint "anthologies 
of lost texts and, in some cases, in the reprinting of whole series" (Kolodny, 1985, p. 
145). These ventures were commercially successful and helped to develop an increasing 
audience for feminist literature. Annis Pratt (1978) suggested in her work that the 
Progressive Movement between 1890 and 1930 had created an "upsurge of explicitly 
feminist fiction" (p. 13); suddenly the work from writers of that period, such as Kate 
Chopin, was enjoying rediscovery and was in demand in the 1970s. 
Nina Baym (1985) and Elaine Showalter (1985) were among those who brought 
to the attention of the literary and feminist fields that literary critics had historically 
1 Although the term American in this sentence refers to what is characteristic of the literature of what is now the United States, and technically it can refer to an 
individual, etc.. associated with either North America or South America, in this paper it is used to signify literature of or a citizen living in the geographical area that 
is today known as the United States of America. 
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divided literature into either serious (read male) or popular (read female) literature. Such 
male critics had most definitely used this division as Leslie Fiedler, who once described 
women writers as, 
creators of the 'flagrantly bad best-seller' against which 'our 
best fictionists' - all male - have had to struggle for 'their 
integrity and their livelihoods.' And, in a 1978 reader's 
introduction to an edition of Charles Brockden Brown's Wieland, 
Sydney J. Krause and S. W. Reid ...[wrote that Americans failed 
to appreciate serious literature, instead devouring]... the ubiquitous, 
melodramas of beset womanhood 'tales of truth,' (Baym, 1985, p. 69). 
Obviously, at least to Fiedler, the popular works being written by women were of inferior 
quality and served only to draw readers away from the superior quality Fiction being 
produced and marketed by their male competitors. 
Yet, there was quality literature important to women to study. Greene (1993) 
documented an interest in establishing Women's Studies Programs in the late seventies. 
They also dealt with the myth of one-feminism, and stated that there were many internal 
divisions, including the African Americans and the Chicanos, who were developing their 
own voice, and by 1985 were rejecting the voice of white middle-class women. 
Conversation within feminism might continue with sincerity and effort, they said; 
however, it would be an incomplete conversation spotted with silences and unnoticed 
biases. After all, "true conversation invites people to join in, and the more inaccessible 
the language and the more foreign the tone, the more that invitation is meaningless, and it 
might as well have gone unsent" (Weiss, 1998, p. 2). For example, to assume that white 
feminist writers speak for all women is to inadvertently silence and exclude non-white 
women. Thus, literary criticism is a relevant area of conversation within feminism. 
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The Canon 
When considering what is taught in the high school literature courses, one must 
consider the canon of literature available. William E. Cain (1990) pointed out that the 
"so-called traditional canon" of literature has often undergone radical change in response 
to social and political change. He acknowledged that most literature books are less 
inclusive than they should be, and maintained that what students read is of immeasurable 
importance in shaping views. Nevertheless, Cain argued that the "meaning and value 
of...any canon...rests not so much upon the names of the writers and their works as upon 
specific teachers, students, institutions, intellectual aims and strategies, and political 
purposes" (Cain, 1990, p. 16). Herbert Kohl (1992) also agreed that politics and political 
correctness impact the canon2. 
Neil Kleinman (1993) acknowledged that shifting political and social concerns 
impact culture in ways that open up "The Canon" as an ever-changing reflection of ever- 
changing values (Kleinman, 1993. p. 18). He predicted that rapid technological growth 
would stress cultural values, traditions, and assumptions; would fragment society as it 
creates a new community; would change the processes of business (specifically 
publishing); and would open "The Canon" as an on-going endeavor (p. 20 - 25). Paul 
Lauter has long encouraged the expansion of the canon as well in both more modem and 
more multicultural selections3 (1983, 1997). 
2Like Kohl, I consider political factors to be those concerned with the issues of money and gender, etc., while I consider political correctness to refer to those factors 
that have become fashionable in the media. 
3 In the summer of 1990, an editorial board formed in Minnesota to create an anthology of modem multicultural works. The result was the publication by the 
Minnesota Humanities Commission m cooperation with the National Endowment for the Humanities and the Minnesota State legislature and the Hitachi Foundation 
of Braided Lives: An Anthology of Multicultural American Writing in 1991. 
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Sharing an interest in the impact of social change upon the canon with Kleinman 
(1993), John Guillory (1993) posited that the main change in the canon is always the 
drive to exclude old material in favor of including more modem work to which a more 
diverse readership can more easily relate. Indeed, Guillory rejects the idea that women 
writers have historically been excluded from the canon because of their gender. Instead, 
he states that the exclusion was a natural process of elimination of those writers who 
were not as well educated as others in the past. 
Paul Lauter (1997) supported Kleinman's supposition that early women writers 
lacked the writing skills obtained via a classical education (Andersen, 1978; Green & 
Kahne, 1993), and he proposed a correlation between literacy, readers, and publishing 
markets. The wealthier people were the better educated; hence, the males became the 
canonized writers because of educational privilege. 
Although James L. Machor (1998) has suggested that the primary aim of revising 
the canon is to make it multicultural, to better reflect society, he also says that in light of 
the true multicultural aspects of American society, that there are actually canons of 
literature, and agrees with Lauter that the upper class promulgates itself to maintain 
control of ideas and thus politics and thus economics. 
In general white males dominate the canon, as they do the publishing industry 
(Apple, 1989); however, each group within American society also has or is establishing a 
canon of literature, which reflects that smaller society. It is this writer's contention that 
while there are more canons that are developing as a response to the call for broadening 
"The Canon," that literature textbooks used in American high schools, while somewhat 
more inclusive of minorities now than in the past, are still predominantly vehicles for the 
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promulgation of the white male patriarchy. Furthermore, because of that predominance, 
reference to the canon within this paper will allude to the mainstream literature, i.e., short 
stories that have appeared more than once in American literature anthologies. 
Obviously, establishing more women as part of the canon would do much to raise 
feminine consciousness, or the consciousness of what it is to be female. The resistance to 
recognizing women authors as serious writers indicates sexism. Annette Kolodny (1985) 
recognized this sexism and urged the establishment of a body of work by women that 
might stand as a female counter-tradition. "For Kaplan, in 1975, this entailed examining 
women writers' various attempts to portray feminine consciousness and self- 
consciousness, not as a psychological category, but as a stylistic or rhetorical device" 
(Kolodny, 1985, p. 146). 
Feminist Criticism 
Although there certainly may be more types, I identify with three distinct types of 
feminist criticism, or areas of concern to feminists regarding literature as discussed by 
Register, Holly, and Schumacher: (a.) analysis of female characters created almost 
exclusively by males; (b.) examination of existing criticism of female authors; and (c.) 
development of a prescriptive criticism that would attempt to set standards for literature 
that would differentiate between literature that is good because it is well-conceived and 
well-written and that literature which is good merely because it is primarily a 
presentation of feminist ideas. As a maternal feminist interested in the short fiction of 
female writers and the messages contained therein for adolescent readers, I prefer 
examination of existing criticism of female authors (see b above). In the 1970s, feminist 
criticism was said to be ready to start dealing with the lack of realistic characterizations 
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of females and to describe the effects of such false characterizations upon the individual 
consciousness. Women were tired of being peripheral others, perceived as inferior to 
men intellectually and artistically (Register, 1975; Holly, 1975; Schumacher, 1975). By 
the mid 1970s, women had begun to look at themselves and their culture, as well as the 
literature that reflects culture, in new ways. 
Feminists believe that the predominance of men in academic positions and 
professional critic positions has given rise to a sex-biased literary standard wherein male 
critics are biased in favor of male writers (Register, 1975). Thus, there has grown a need 
for feminist criticism. Adrienne Rich said that the works of the classic canon need to be 
re-read and re-evaluated in terms of feminist perspectives. She called such a revisiting an 
"act of cultural and feminist survival" (1972, p. 18). The idea of re-reading was also 
supported by Pratt (1978) who called for identification of earlier feminist works, 
including the development of a comprehensive bibliographical effort, including full- 
length scholarly and historical information. However, Pratt suggests two kinds of critical 
skills: textual and contextual. Textual analysis would determine if the literature, the text, 
is well written. Contextual analysis would require a genuine reflection or mirroring of 
women. The feminist critic should "consider literature as it reveals men and women in 
relationship to each other within socio-economic context, that web of role expectations in 
which women are enmeshed" (Pratt, 1978, p. 12). Although she agreed with both Rich 
and Pratt's call for feminist literary criticism, Fetterley (1978) asserted that although 
women could not re-write the canonical literature to depict the lives of women more 
realistically, they could call attention to the lack of that reality in the work of authors via 
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feminist literary criticism that would "change literary criticism from a closed 
conversation to an active dialogue" (Fetterley, 1978, p. xxiii). 
Citing a need for open dialogue regarding women in literature, Fetterley (1978) 
argued strongly that American literature is "male" and that what is generally considered 
"classic"4 depicts the world from a male perspective; indeed, literature from the canon, 
"insists on its universality at the same time that it defines that universality in specifically 
male terms" (p. xxii). In such literature women readers are asked to identify with a 
"selfhood that defines itself in opposition to her; she is required to identify against 
herself (p. xii). 
To Fetterley (1978), the first act of any feminist critic is to become the resisting 
reader in order to exorcize "the male mind that has been implanted" in women (p. xxii). 
Insisting that most American literature is written for a male implied reader, Fetterley 
(1978) has urged women to become resisting readers, that is to resist the male perspective 
of women in literature written by males or by women writing from a male perspective. 
Instead of merely accepting literature as assigned, students should be encouraged to ask 
what the universality is and to whom it belongs as they read literature critically. They 
can (a) adopt a male position and accept women's information and depictions within that 
male context, or (b) they can resist the position (male perspective) and construct other 
positions for themselves. 
This resistance was especially important because Fetterley felt strongly that 
"feminist criticism is revolutionary" (p. xxiii). Furthermore, Fetterley said, 
"Consciousness is power. To create a new understanding of our literature is to make 
I For further discussion of the male view of the "classics" see Allan Bloom's The Closing of the American Mind. 
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possible a new effect of that literature on us" (p. ix - xx). Accordingly, as women resist 
the male perspective and re-read literature from a feminist perspective, they will 
recognize new strengths within the literature and within themselves. In this way feminist 
literary critics will emerge to broaden the canon and to influence women writers to 
portray women within realistic contexts. 
Register (1975) also cited the need for more feminist literary critics when she 
questioned the scholarly objectivity of literary critics. She reported that feminist critics 
had three major complaints of literary critics: first, they fail to discuss female writers as 
writers, without regard to their sex; secondly, they ignore many female writers altogether; 
and finally, they have a tendency to make universal statements based upon the male 
experience and the male view exclusively. 
Thus, because of literary critics who encourage the male view, women are 
stereotypically portrayed as the Rose or the Lily. The Rose is the dark-haired temptress 
and/or the Bitch, while her antithesis is the Lily, the fair-haired Maiden, symbol of 
feminine purity, the woman-as-muse who was especially popular in European Romantic 
literature. Of course, The Rose became the American Bitch, so regularly used by 
Hemingway and Mailer. Register also acknowledges the character-stereotype of the 
Mother-Savior, as represented by Faulkner's Dilsey in The Sound and the Fury and Ma 
Joad in The Grapes of Wrath. However, according to Register, the Mother-Savior has 
evolved into the Big Nurse character (e.g. One Flew Over the Cuckoo's Nest) who has 
somewhat more self-assertion than the Mother-Savior. 
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Baym (1985), who felt feminist critics were beginning to discover and re-discover 
more important women writers, pointed out how significantly the critic is engaged in the 
act of creating literature. 
Sometimes that creation is closed. It is both significant and appropriate to 
remember the positive words of the feminist writer Virginia Woolf, who said, "Literature 
is open to everybody" (Woolf, 1989, p.75). Literature belongs to everyone. 
Nevertheless, literary critics and also feminist critics influence what is accessible to the 
public, and literary criticism especially impacts high school textbooks. After all, 
librarians and book adoption committee members, unable to read everything published, 
must rely upon reviews in professional journals to inform their choices for that group of 
books that they will read and from which they will choose selections to purchase. 
Felski (1989) argued that feminist criticism originated as a primarily content- 
based approach to literature, which catalogued the response of the female reader to the 
prevalent sexual stereotyping. She wrote that feminist criticism needed to focus upon the 
images of women in the work of male authors; re-discover the lost tradition of women's 
literature, looking at its continuity of themes and its preoccupations; and develop a 
critique of women's writing in order to build the canon of women's literature. 
Although a great deal of feminist work has centered upon content analysis and 
whether or not the critic agrees with the ideas expressed within the work, Sara Mills 
(1994) urged for more leeway when evaluating feminist creative writing for that canon. 
She called the idea that all women's writing will be of the same quality or will be equally 
interesting and well written rather naive. Like Mills, Ruth Salvaggio (1993) recognized 
the importance of creative writing, stating, 
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Stories...become the critical site of change, and the 
changing site of criticism. Through them, we might "tell 
each other" our versions of the world--flctive and 
theoretical—and so engage a labyrinthine intelligence. 
Feminist theory becomes the story of that volatile speaking 
intelligence, (p.40). 
Thus, the creative writing of women helps both men and other women to interpret the 
world through a lens of womanhood. 
Ironically, Cora Kaplan (1986) states that "the best writing by women about 
women writing has been about fiction...Fiction, whether gothic, sentimental or realistic 
has a narrative structure and gendered characters in which the author can locate and 
distance her own speech (p. 82). As Judith Butler (1990) has said, gender is socially 
constructed; thus, women in society-and none are isolated-recognize gender in fiction as 
familiar. Readers must look beyond the gender construction in order to examine the 
female experience in the United States without succumbing to the stereotypes maintained 
by the patriarchy, which has inordinate control of the social paradigm wherein white 
males are the primary economic rulers. 
Women readers should indeed be cognizant of the difference between their reality 
and the supposed mirror, which all too often is itself a stereotype, they see represented in 
fiction that fails to reflect the world of women adequately. However, if females grow up 
being read to and then reading fiction in which peripheral females passively experience 
life, the reality may actually become a mirror of the false mirror encountered in literature. 
Indeed, Cheri Register (1975) pointed out that women authors offer little hope as they 
show women wasting their lives tied to unproductive, lazy men or driven to suicide by 
the very awareness that such a tie is trying to develop. However, this reluctance to write 
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from a female perspective was not new; Woolf (1967, pgs. 141-148) had once said that 
women either tried to write like men or wrote as men expected them to write. 
Although literature may enable a reader to empathize with women whose 
"subjective accounts of female reality differ from her own" (Register, 1975, p. 22), 
women want writers to present female experiences in what they read. Female readers 
need literary models to emulate, but characters should not be "idealized beyond 
plausibility" (Register, 1975, p. 21). Although some girls identify with the male models 
in literature when they fail to encounter strong female role models, they learn from 
reading that girls are the "bystanders and the comforters and the sufferers, not the 
adventurers" in literature and thus in life according to the arguments of Deborah O'Keefe 
(2000, p. 13). Readers can leam vicariously, of course, but female readers want to be 
able to recognize the context, and both the literature and its criticism must be available. 
As Felski has asserted, female writers use texts, particularly those centering on a heroine, 
to explore self-definition via an empathic identification with her character; thus, 
characterization reveals a "form of narcissism" (Felski, 1989, p. 25). 
American feminist criticism thus tends to rely on an 
inadequately theorized reflectionist model of art, that is, a 
belief that women's writing necessarily mirrors their 
particular experience in the same way as texts by male 
authors reflect a patriarchal perspective, and consequently 
suffers the limitations of an approach which reduces 
literary meaning to the self-expression of a writing subject 
who is defined exclusively in terms of sexual difference. 
(Felski, 1989, p. 27). 
Gayle Greene (1993) supports this self-identity view, admitting that narrative has 
been questioned in terms of quality, but also stating that it is still true that "stories about 
the self, stories by women and about women's selves, had enormous power and continue 
to have power in the creation of feminist consciousness" (p. 11). It would seem that this 
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'enormous power' is the power to affect change; after all, if the reader compares the 
problems encountered by female literary characters with those of her own, and explains 
their similarities in terms of causes, she should be better equipped, in terms of 
commonsense, to decide upon her own course of action. One can learn vicariously. 
Mills (1994) said that early feminist criticism, in describing female-authored texts 
tended to focus on the discussion of role models and identification. Critics believed, 
according to Mills that if a text described a female character's experience, then the text 
was obviously addressing the female reader, not the male. In addressing the concept of 
female role-model characters, Register (1975) stated, "A literary work should provide 
role-models, [and] instill a positive sense of feminine identity by portraying women who 
are 'self-actualizing, whose identities are not dependent on men'" (p. 20); this new 
portrayal would be needed in the new social order Register hoped to see. Register 
admitted that a female literary personage with masculine characteristics would not 
necessarily meet with feminist approval. The admission anticipated the underlying 
divisions of the feminist movement. 
Agate Nesaule Krouse (1978) argued that literary feminist critics had provided 
documentation that the traditional definitions of women were inadequate and that women 
suffered injustices within literature and the criticism because of their sex. However, a 
departure from stereotypes may also give special attention to details of women's lives, 
especially to areas ignored or sentimentalized in fiction. For example, in real life, women 
often depend upon a circle of friends; however, in most fiction the focus is upon 
relationships between men and women, not between female friends. Virginia Woolf 
noted this absence in literature inversely when she was reading a book, turned a page and 
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read that one female character liked another female character; Woolf was so shocked by 
the depiction of female friendship which seemed to emphasize the lack of such 
depictions, she had to stop reading momentarily (Woolf, 1981, p. 82). "Point of view, 
characterization, departure from stereotypes, examination of social causes for unpleasant 
characters, and attention to the details of lives of women are all elements of literary 
feminism" (Krouse, 1978, p. 287). 
Then, because of the success of Sexual Politics by Kate Millett and The Resisting 
Reader by Judith Fetterley, "the trend in feminist literary studies in the eighties was 
moving massively toward the study of women's writing" (Miller, 1985, p. 40). However, 
despite the strides in those elements that appear to have been made since 1978, as late as 
1993, Miller, having stated that feminist literary criticism flowered "after the mid- 
seventies" still conceded that once she "started working on women writers, and on 
feminist criticism as literary theory," she felt herself "to be instantly losing status" 
(Miller, 1985, p. 39). 
In Sexual Politics (1983/1969) Kate Millet moves from a discussion of the sexual 
revolution to a discussion of the counterrevolution and a discussion of literary examples 
in the works of D.H. Lawrence, Henry Miller, Norman Mailer, and Jean Genet. Millett 
established, for novice feminists, how far reaching the patriarchy of society in the United 
States was. Millett attacked the idea that the patriarchy is a chivalrous code devised to 
protect women, and pointed out that feminism has been co-opted by other movements 
historically, such as German Nazism in the 1930s. Millett argued for social change 
because for many women the family unit is a debilitating cage and Millet maintained that 
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women needed complete freedom to make their own choices in every facet of their lives. 
Certainly women writers need the freedom to write about women's daily lives. 
Dale Spender's book Women of Ideas and What Men Have Done to Them (1982) 
supports Russ's arguments regarding the erasure and oppression of women. Spender 
provides a three-century study and reclamation of noteworthy women. She points out 
that women are erased and must be periodically re-discovered. Women writers are erased 
when they are excluded from the canon and males usurp their ideas. 
Besides not being taken seriously or respected as writers, another subtle form of 
suppression is what Joanna Russ (1983) terms the denial of agency (p. 23). Denial of 
agency is inherent in the attitude expressed in "A woman did not write this because the 
woman who wrote this is more than a woman" (p. 23). The presumption is, of course, 
that women are incapable of creating great art. Of course, when they do, it must be 
attributed in some way to a man (she's a good writer because of her father, husband, etc.) 
or it must be denigrated. For example, Russ writes, "Of Jane Eyre 'many critics bluntly 
admitted that they thought the book was a masterpiece if written by a man, shocking or 
disgusting if written by a woman'" (p. 27). Joanna Russ refers to this barrier as the 
pollution of agency. 
Another barrier to women in writing is false categorizing according to Russ 
(1983), which occurs when "works or authors are belittled by assigning them to the 
'wrong' category, denying them entry into the 'right' category, or arranging the 
categories so the majority of 'wrong' Glotolog5 fall into the 'wrong' category without 
anyone's having to do anything further about the matter (p. 49). 
5 Glotolog is a Russ term applied to literature or art that women are obviously not supposed to create, sarcastically speaking, of course. 
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Examples of false categorizing include a high school book that referred to Mane 
Curie as Pierre Curie s lab assistant and a newspaper article that identified renowned 
artist Mary Cassatt as the sister of "Mr. Cassatt, president of the Pennsylvania Railroad" 
and referred to her as having been visiting in Europe, and never referred to her as an artist 
(Russ, 1983, pp.49-50). Russ provides pertinent argument regarding American writers 
Willa Gather and Kate Chopin. Russ wonders why Willa Gather and Kate Chopin are so 
often described as regionalist writers and thus belittled, when Faulkner, who wrote about 
one county in one state, was not labeled a regionalist (p. 52). 
In a series of essays, Russ (1995) explored the place of women authors in fiction 
and made two major claims: (1) women authors who wrnte from a male perspective are 
betraying themselves because they cast themselves in the role of "The Other," and (2) 
female characters are never really allowed to exist as real characters in the way that male 
characters do exist. In all plots, Russ maintains that women are either de-sexed creatures 
who have lost their femininity as they have sought success in the man's world, or they are 
merely one-dimensional love interests for the male who, of course, dominates the story. 
Review of the Literature 
To win feminist acclaim, a work must realistically portray the female experience, 
the female consciousness, and the female reality according to Register, who wrote in 
1975: "To earn feminist approval, literature must perform one or more of the following 
functions: (a) serve as a forum for women; (b) help achieve cultural androgyny, (c) 
provide role-models; (d) promote sisterhood, and (e) augment consciousness raising" 
(Register, 1975, p. 18-19). Although some of these functions are obviously problematic, 
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what have studies shown regarding these functions in the formation of a female literary 
canon? 
James R. Squire and Roger K. Applebee (1968) studied over 106 public, 
independent, and Catholic high schools that had consistently been cited by the 
Achievement Awards program of the National Council of Teachers of English as having 
superior English departments. The study found that in such effective departments 
teachers were relatively free of clerical and policing duties, exercised direct input in the 
scope and sequencing of the English curriculum, were well supplied with basic and 
supplementary materials, and had the support of administrative leaders. Researchers also 
found that the included schools generally had high parental support and involvement. 
More successful English teachers pursued their own studies, did not adhere only to one 
anthology, and were enthusiastic in their instruction, which motivated more students. 
Literature instruction occupied 52% of instructional time, and schools seemed to stress 
the classics6 over more contemporary works even though students surveyed felt that 
contemporary works would have more relevance in their lives. 
Amid the world of literary and feminist criticism, several studies have sought to 
address the female literary canon, as well as the gender bias present in textbooks. There 
have been repeated calls for expansion of the canon to include writers from more diverse 
backgrounds without incorporating popular culture 'too quickly' (Cain, 1993). This call 
reiterated the findings of studies such as that of Gayle Hurst (1973), who compared four 
eighth grade literature anthologies and found that few women writers were represented, 
and that much of the fiction contained no women; furthermore, that fiction which did 
6For further discussion and identification of "classics" and the "great books," see Allan Bloom's The Closing of the American Mind{\9%7). 
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include women depicted them in negative ways. In 1976, Deborah Silverton Rosenfelt 
created an Annotated Bibliography of Literature for the High School Classroom that 
suggests supplementary readings for girls; by so doing, she has acknowledged a problem 
with the traditional textbooks. 
Recognizing the dearth of women writers represented in literature courses in the 
traditional anthologies used at the high school level, Whaley and Dodge (1993) 
delineated ways that teachers could include more female writers in their instruction. 
They suggest actively searching out works by women writers and asking students to 
respond to such work. They argue that females need to read more work by females, and 
that male students are also enriched by exposure to female writing (Whaley and Dodge, 
1993). 
As one ponders the idea of image reflecting society and society reflecting image, 
one must remember the significance of messages regarding gender inherent in literature, 
especially that assigned within the high school literature curriculum. "Girls...experience 
classrooms and textbooks differently from boys.... research has documented the way that 
textbooks and their pictures portray males and females differently—as active and passive, 
respectively" (Staudt, 1998, p. 92). Staudt's work has also revealed that girls are 
educated differently than boys, i.e., they are given different content, channeled into 
gender-stereotyped fields or silenced, overtly or subtly, to reinforce the gender hierarchy. 
The research of Myra Sadker and David Sadker (1994) as delineated in their book Failing 
at Fairness supports these findings. 
The literature reviewed paints a clear picture of young women who will define 
themselves in many ways by what they read. Mary Pipher (1994) posits that western 
37 
culture pressures girls to abandon the self. She maintains that girls have the choice of 
conforming to the patriarchy's expectations, withdrawing into loneliness, becoming 
depressed, or getting angry. "Whether girls feel depression or anger is a matter of 
attribution— those who blame themselves feel depressed, while those who blame others 
feel angry" (p. 43). Pipher supports consciousness-raising in the home and the school as 
a way to equip girls to fight the cultural messages that tell them being feminine at the cost 
of their own individuality and humanity is the price to pay for social acceptance. She 
wrote, 
Many strong girls...were socially isolated and lonely in 
adolescence. Smart girls are often the girls most rejected 
by peers. Their strength is a threat and they are punished 
for being different. Girls who are unattractive or who don't 
worry about their appearances are scorned. This isolation 
is often a blessing because it allows girls to develop a 
strong sense of self. Girls who are isolated emerge from 
adolescence more independent and self-sufficient than girls 
who have been accepted by others. (Pipher, 1994, p. 266) 
Pipher called this period of social isolation "protected space" (p. 267) and 
concluded that girls need this protected space in order to find their own voices and their 
strength. She called for families, schools, churches, and other groups that work with 
young girls to help girls understand the cultural messages they are receiving from the 
mass media, the books they read, etc., as threatening and to view the protected space as a 
blessing. Pipher argued that parents and other adult women must do everything within 
their power to prepare girls for adolescence by raising the girls' consciousness about the 
way femininity is portrayed in the media and accepted in western culture, and to realize 
the possibilities that exist for girls who are allowed and encouraged to find their own 
voice. 
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While it is true that both boys and girls are subject to the distorted image versions 
prevalent in the media, girls living in a patriarchy are especially vulnerable. It is not an 
overstatement to say that young girls who grow up without such guidance like Pipher 
describes, such "reality checks," may well be doomed to see themselves as failures if they 
do not have a Britney Spears bellybutton or if they do not emulate some other such media 
darling of the month. Girls must grow up understanding that Hollywood femininity is not 
the standard of womanhood by which to measure them. Instead, concerned adults must 
show them that they are free to be themselves. 
Textbooks and Publishing 
Michael W. Apple (1991), in "The Culture and Commerce of the Textbook," 
suggested that textbooks are becoming more standardized because of profit pressures on 
the publishers; consequently, controversial stories and writers are less likely to be 
anthologized and thus canonized. In Ideology and Curriculum (2nd edition,), Apple also 
pointed out that the conscious selection of some groups' knowledge as worthy of being 
passed on to future generations via curricular decisions is indicative of the power 
relationship existing in society (1990, viii). School curriculum propagates majority 
culture. 
As a system of institutions, they [educational institutions] also ultimately help 
produce the type of knowledge (as a kind of commodity) that is needed to maintain the 
dominant economic, political and cultural arrangements that now exist. I call this 
"technical knowledge" here. It is the tension between distribution and production that 
partly accounts for some of the ways schools act to legitimate the existing distribution of 
economic and cultural power (1990, x). 
39 
Apple has become increasingly convinced that gender relations are significant in 
understanding "what the social effects of education are and how and why curriculum and 
teaching are organized and controlled" (1990, xi). He urges critical readers seeking to 
understand the relations between men and women of particular historical periods to "start 
out by questioning what to them is unquestionable" (1990, p. 13); in other words, to gain 
understanding one must try to see the historical contextual paradigm that existed for the 
women and men of particular periods. 
In his book Official Knowledge: Democratic Education in a Conservative Age 
(2000), Apple continues to question the curriculum used in schools. It must be noted that 
"Curricula... are the products of often intense conflicts, negotiations, and attempts at 
rebuilding hegemonic control by actually incorporating the knowledge and perspectives 
of the less powerful under the umbrella of the discourse of dominant groups" (2000, p. 
53). He argues that the school curriculum as it exists in most schools is representative of 
neutral knowledge is naive. Instead, legitimate knowledge is "the result of complex 
power relations and struggles among identifiable class, race, gender, and religious 
groups. Thus education and power are terms of an indissoluble couplet," manifested in 
the struggles by women and others to have their history and knowledge incorporated into 
the curriculum (2000 p. 44). He asserts a relationship between legitimate knowledge and 
power and signifies "that arguments about textbooks are really a form of cultural politics" 
(2000, 50). The political functioning of a textbook depends upon a complex context of 
social and ideological concerns, i.e., the textbook is viewed by different groups as either 
good or bad depending upon what they value as important. 
Textbooks can be fought against because they are part of a 
system of moral regulation. They can be fought for both as 
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providing essential assistance in the labor of teaching or as 
a part of a larger strategy of democratization...What 
textbooks do, the social roles they play for different groups, 
is then very complicated (Apple, Official Knowledge, 2000, 
p. 52). 
Indeed, despite the "relationship between school knowledge and the larger 
society...little attention has actually been paid to that one artifact that plays such a major 
role in defining whose culture is taught: the textbook" (2000, p. 44). 
Textbooks can often become problematic crutches in the hands of teachers who 
have too little time to prepare lessons. Faced with crowded classrooms, limited or non¬ 
existent budgets, inadequate teacher training or staff development, some teachers teach 
the textbook rather than the course. In such circumstances, the power of the publisher as 
representative of the dominant society becomes even more pronounced. Texts are thus 
"messages to and about the future" conveying an organized knowledge system to society 
from the dominant society, identifying what that dominant society has recognized as 
legitimate truth, and as such "help recreate a major reference point for what knowledge, 
culture, beliefs, and morality really an;" (Apple, 2000, p. 46). Hence, dominant groups 
that Apple argues are "really a coalition of economic modemizers, what has been called 
the old humanists, and neo-conservative intellectuals—have attempted to create an 
ideological consensus around the return to traditional knowledge" (Apple, 2000, p. 56), 
i.e., they have called for a return to the classics as they have determined what the classics 
are. Obviously, the weakness of the coalition is its failure to recognize diversity. 
Furthermore, Apple shows that many states, "nearly half of the southern 
states...have state textbook adoption committees that by and large choose what texts will 
be purchased by the schools in that state" (2000, p. 48). Hence publishers, desirous of 
having their products on those state approved lists, cater to those states. After all, in the 
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United States, a capitalist publishing market concerned with the profit margin determines 
which books will be published and for how long they will be published and/or available 
(2000, 48). Hence, because California and Texas represent a huge segment of the 
textbook market, they dominate the market in terms of their needs. What California and 
Texas want is what the country is offered. Of this statewide adoption uniformity in texts, 
Apple offers four points: a.) state adoption procedures ensure books are purchased at the 
lowest prices; b.) it guarantees more expert involvement in the selection of textbooks as 
opposed to naive or uninformed local opinions; c.) provides some degree of continuity to 
students who move from system to system within a state; and d.) it encourages 
establishment of uniformity in curriculum standards (Apple, 2000, p. 70). Apple also 
sees a tendency among publishers to make few changes in textbook content; rather the 
tendency is to include more information in the books; thus, progressive "items are 
perhaps mentioned, then, but are not developed in depth" (2000, p. 53). 
However, Apple sees the inclusion of classroom teachers in textbook selection 
processes and their involvement in material budgeting processes (although still limited) 
as evidence of positive reform, in spite of the "rapid growth of evangelical schooling, of 
censorship, of textbook controversies, and the emerging tendency of many parents to" 
home school their children as "clear indications of this loss of legitimacy" (2000, p. 45). 
Apple points out that textbooks are 
the results of political, economic, and cultural activities, 
battles, and compromises. They are conceived, designed, 
and authored by real people with real interests. They are 
published within the political and economic constraints of 
markets, resources, and power (2000, p. 44). 
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In delineating the influence of capitalism of the dominant social group upon curriculum 
and textbooks, Apple has also acknowledged that what is in the text may not be taught, 
and what is taught is not necessarily what is learned (Apple, 2000, p. 58). 
Applebee's Work 
Arthur N. Applebee, son of the aforementioned Roger Applebee, has conducted 
several studies of the teaching of literature. In A Study of Book-Length Works Taught 
in High School English Courses (1989), he cited the great interest in the canon of 
literature being used in high school courses. Acknowledging the debate centering on 
what should be taught as well as efforts made to broaden the canon, Applebee questioned 
whether those efforts have been successful. He has also pointed out that such broadening 
of the canon offered by the curriculum may be occurring more rapidly at certain tracks, 
i.e., among higher or lower achieving students or among majority or minority 
populations. Applebee also pointed out that many factors influence the selections taught 
in high school courses: availability, teacher preference, and local or state mandates. 
Applebee provided a history of the development of the high school canon; tables 
comparing public, Catholic, and independent school instruction of literature in terms of 
particular novels and plays; and a call for a closer examination of the high school literary 
canon as a reflection of societal values. 
Continuing his work in 1991 and 1993, Applebee examined seven literature 
anthologies with 1989 copyrights and studied instruction in U.S. secondary schools. He 
concluded that the literature curriculum was traditional, excluding women and nonwhite 
authors for the most part. Furthermore, he (1991) found that the ancillary materials 
surrounding selections were overwhelmingly text and content centered, doing little to 
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encourage critical thinking skills among students. Later, in Literature in the Secondary 
School: Studies of Curriculum and Instruction in the United States (1993), Applebee 
posited that a major problem with literature instruction in Amencan high schools is the 
sense of complacency found regarding the literary canon; however, he did acknowledge 
that there have been changes, "particularly among the short story, poetry, and nonfiction 
selections" (p. 193) in order to include more women and nonwhite authors. Nevertheless, 
Applebee found that curriculum changes were slow for two reasons: first, teacher 
training which did not expose literature teacher candidates to a wide diversity of 
literature; and, secondly, new titles are sometimes added to the existing curriculum 
framework which is dominated by chronology (p. 194). Applebee concluded his 1993 
report by bemoaning the absence of a guiding overall theory of literature instruction and 
learning that will "give a degree of order and coherence to the daily decisions that 
teachers make about what and how to teach" (p. 202). 
P'Rara-Connell's Work 
O'Hara-Connell (1994) examined the novels that Arthur Applebee (1989,1990, 
1991, 1992, 1993) had identified as being those most often used in high school literature 
courses. She investigated the presentation of gender in novels read by adolescents. The 
novels were as follows: The Adventures of Huckleberry Finn, The Great Gatsby, Lord of 
the Flies, To Kill a Mockingbird, Of Mice and Men, and The Scarlet Letter. O'Hara 
Connell then re-read the books noting that these books were written by white authors of 
whom only one was a woman. She found that gender bias pervaded the novels as evident 
in several ways. First, the novels are focused upon male protagonists and "in the 
generalized idea of females as a dangerous presence" (O'Hara-Connell, 1994, p. viii). 
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More specifically, the image of females as siren/whores is prevalent in the books. For 
example, in The Great Gatsby one reads about the careless, self-centered Daisy Faye 
Buchanan who has an affair for several reasons, one of which is certainly to avenge her 
own sense of abandonment by her faithless husband Tom, not out of a sense of genuine 
love for Jay Gatsby. Likewise, she argues that the general consensus regarding Curly's 
wife in Steinbeck's novel Of Mice and Men is that she is symbolic of evil. In looking at 
ancillary materials by several publishers of high school materials, O'Hara-Connell notes 
that Holt, Rinehart and Winston's synopsis of the Steinbeck novel mentions that Curly's 
wife flaunts herself in front of men, but that Cliff Notes (1992 printing) describes her as 
very lonely and pathetic (O'Hara-Connell, 1994, p. 47). 
There are other stereotypes that O'Hara-Connell notes. She addresses that of an 
older woman as an asexual authority figure such as Calpumia in To Kill a Mockingbird 
as well as Tom Sawyer's Aunt Polly and Huck Finn's Widow Douglass in The 
Adventures of Huckleberry Finn. She argues that women characters are the victims of 
violence but that the violence is rationalized. For example, Curly's wife in Of Mice and 
Men deserved to die because she sexually manipulated men. O'Hara-Connell concluded 
that high school canon novels perpetuated the image of the white Euro/Anglo male as an 
oppressor. 
In conducting her content analysis of the novels, O'Hara-Connell asked the 
following questions of each work: 
• Is the language used by the author and/or the narrator to describe female 
characters pejorative? (O'Hara-Connell referred to this practice as language 
coding.) 
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• Are the female characters portrayed as complex characters, or are they 
stereotypes of negative traits? 
• Are women portrayed as either sex objects or objects of ridicule? 
• Are female characters vehicles for male protagonists' goal/dream achievement 
or as goal/dream obstacles? 
• If women are missing from a novel, are other examples of gender bias present? 
Like O'Hara Connell, I examined the language used in the short fiction written by 
women. I wanted to know if the female characters were described negatively; were static 
or dynamic, flat or round characters; were sex objects or objects of ridicule used for 
comic effects; served the purpose of merely supporting the male characters, and/or if 
there were no female characters present in the story, did the author represent gender bias 
in other ways. I also looked at the ancillary materials present in the textbooks. 
Other researchers have also studied the textbook bias against women. Carol 
Ahlum and Jacqueline Fralley, 1976 (High School Feminist Studies) described courses on 
women's studies for the high school curriculum in literature, language, history, and social 
studies with the goal of raising student consciousness about sexist curricula materials. 
Bonnie Ohrlund Ericson, 1983 (A Comparison of Responses to Short Stones and 
Textbook Selections: A Descriptive Study of Three Adolescents' Individual and Group 
Responses) presented a case study of reactions by three teenagers to their reading 
materials. Certainly, the problem of the depiction of women in textbooks has not been 
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unique to literature anthologies,7 but my study has been primarily concerned with 
literature anthologies. 
My Study 
Like O'Hara-Connell (1994) and Arthur N. Applebee's work (1989, 1991, 1993), 
my study examined the high school canon's representation of literature. However, unlike 
O'Hara-Connell, I looked at specific short stories rather than novels, and my study 
focused only on the work of female writers. Also, while Arthur Applebee examined 
literature anthologies as a work and focused upon particular copyright years, I looked at 
specific selections within the texts used in a rural Georgia school system over three 
decades. From my maternal feminist framework, I re-read the identified selections to see 
specifically what message about womanhood they seemed to impart to the young women 
assigned to read them. 
I have studied the short fiction that has been taught in American literature courses 
to young women in a rural Southern high school since 1965 through a maternal feminist 
lens to obtain a better understanding of what messages the institution of the high school 
American literature anthology may be imparting to young women about their gender and 
their place in society. Specifically, I have asked how does this story with its themes, 
characters, and plot nurture adolescent girls? Young women grappling with the concept 
7 Additional studies that have looked at textbooks used to instruct high school students and have questioned gender bias include studies of history textbooks, such as 
that done by Nancy B. Julian, 1979 (Treatment of Women in United States History Textbooks), Jennifer S. Macleod and Sandra T. Silverman, 1973 ( "You Won't 
Do. " What Textbooks on U.S. Government Teach High School Girls, with Sexism in Textbooks An AnnoiateJ Source List of 150+ Studies and Remedies'); Marcia 
S. Kimmel. 1974 (Educational Influences on Career Opportunities for Women)-, Sandra L Ogren, 1985 (The Problem of Evaluating Sex Bias in Textbooks and an 
Analysis and Evaluation of Sex Bias in Selected Editions of Rise of the American Nation:')-, and Mary Kay Thompson Tetreault, 1986 (Integrating Women's 
History : The Case of United States History High School Textbooks). In 1991, Judith A. Bazler and Doris A. Simonis even questioned the gender fairness of 
chemistry texts fAre High School Chemistry Textbooks Gender Fair?). In 1993, Julie Bianchioi found, after comparing three different editions of a popular biology 
textbook, that the textbooks do not effectively combat harriers to female participation in science through such simple things as discussion of women scientists and 
pictures depicting women involved in the science process. Julia Eklund Koza (1994) evaluated music textbooks published in 1988 for middle school students and 
found that females were under-represented and thai common stereotypes were used. 
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of autonomy are vulnerable to the messages inherent in the literature they read, and thus, 
if society does want to encourage more young women to become more autonomous, 
society must better understand the messages of the literature by women presented to 
those young women.8 
8 Of course, another point is whether or not society is truly interested in encouraging female autonomy or m simply maintainmg the existing pan iarchy. 
Chapter III 
Methodology 
What kinds of messages about womanhood are present in the short fiction by 
female writers that has been anthologized in American literature courses? This study 
sought to answer this question via maternal feminist literary analysis of several sample 
texts and selections as has been stated. 
If one accepts that children are culturally influenced by that to which they are 
exposed, one must also accept that perceptions of self and others gathered by children 
also impact those same children during their formative years, influencing their self- 
prescribed social boundaries and their interaction with others. Thus, the literature used 
for instruction of children and adolescents is extremely important in guiding the self- 
perception of those children and adolescents and in the socialization of those young 
people. 
High school girls today are the women of tomorrow. For better or worse, it is 
imperative that one discovers how what they are assigned to read is affecting them in 
terms of their perceptions of womanhood. Loewen (1995) may be correct in arguing that 
textbook companies avoid controversy in order to sell texts, but it is important that high 
school students be exposed to literature that provides positive role models of active, 
autonomous women—fiction created by both men and women-that recognizes the worth 
of the individual on her own terms, not through the lens of men. 
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Research Question 
Pratt (1978) has suggested that textbook publishers agreed with the London Times 
Literary Supplement reviewer who, in 1969, defined feminist fiction as too didactic to be 
read for enjoyment. Do the fiction stones that have been anthologized present a 
patriarchal view of women for the subversive instruction of young women? This question 
leads to another question: "What messages about the image of womanhood are available 
to adolescent females in female-authored short fiction which appears in a variety of 
Amencan literature textbooks used since 1965, a few years preceding racial integration 
and widespread coverage of the women's movement in rural Georgia, through 2000?" 
Laurens County Adoption of Textbooks 
Although the state of Georgia adhered to the state textbook adoption method 
described by Apple (2000) for many years, in the early 1990s in the spint of reform, 
Georgia began to allow school systems to purchase texts that were not on the textbook 
adoption list; indeed, the list, as an actual document ceased to exist. Presently, publishing 
representatives approach the teachers and schools directly. In the Laurens County School 
System, for example, publishing company representatives approach the superintendent's 
office, which then organizes a meeting for all discipline area teachers to attend a 
presentation by the sales-representative. Teachers are provided sample texts and are 
given a limited time to review the textbook and ancillary materials. Utilizing a system- 
distributed textbook evaluation form or some other textbook evaluation form, teachers are 
asked to assess the strengths and weakness of each text. In the spring the adopting 
discipline area teachers from the different schools again meet together and vote on the 
textbook they want to use. They are usually asked to vote for a first choice and a second 
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choice. The supenntendent or his designee then notifies the schools which texts were 
chosen. Although the vote is usually by secret ballot, when the final announcement is 
made, numbers of votes are provided. 
First, 1 collected American literature anthologies from different publishers that 
have been used in a rural Georgia school system since 1965. I specifically talked with 
veteran English teachers at West Laurens High School and I searched through the book 
storage rooms and old purchasing records to identify the texts for my study. Once I had 
located the books, 1 looked to see what stories written by women had been included in the 
textbooks. 
Then, I identified which women authors appeared in either more than one 
textbook or in different editions of the same textbook series. I determined the names and 
works of women writers who appeared only once and noted that although the canon is 
apparently changing, that some women writers who were first included and then excluded 
from the anthologies had somehow been excluded from membership in the canon used by 
textbook publishers for American literature anthologies. 
I studied writers who had been included in textbooks at least twice. Therefore, 
although Pearl Buck, an award winning writer, was represented in the Scott, Foresman & 
Company text The United States in Literature (1968), she has not been represented in any 
other textbooks surveyed; hence, I did not study her on the grounds that as I looked for 
text-inferred messages to adolescent girls, because she is missing from the current texts, 
there are no messages at this point. I wanted to stay focused on the messages of the 
canon. Although I concede that the very expulsion of such writers as Pearl Buck may 
also signify a message, I did not plan an analysis of the work of such abandoned writers 
because their message is no longer being "delivered" to the adolescent girls. 
Furthermore, such a broad analysis is work for another study. 
During August and September 2000, the following American Literature 
Anthologies used by a rural Georgia school system were collected from book storage 
rooms and teacher closets at West Laurens High School. 
• American Literature, Houghton Mifflin (1965); 
• Adventures in American Literature, Classic Edition, Harcourt, Brace & 
Jovanovich (1973)'; 
• Adventures in American Literature, Heritage Edition, Harcourt, Brace & 
Jovanovich (1980)2 
• Prentice Hall Literature: The American Experience, Prentice Hall 
(1989)3; 
• Elements of Literature, Holt, Rinehart & Winston (1997)4; 
After I had collected the books, 1 also had to recognize the valid limitations of my 
research. 
Limitations 
• The number of textbooks available for analysis was small. 
• The number of and identity of the women writers represented by each 
publisher and in each textbook differed. 
• Different publishers and editorial boards presented stories differently. 
• Selections representing writers differed. 
1 I studied American literature from this textbook when I was a student at West Laurens High School in the late 1970s. 
2 When I returned to West Laurens High School in 1984 as a teacher, ! taught the course from the Heritage edition of the HBJ textbook. 
3 The adoption of the Prentice Hal! textbook was the first textbook adoption in which I participated by reviewing texts 
4 In the capacity of department chairperson, I made sure that all English department members had an opportunity to preview the available textbook when the 
Elements of Literature series was adopted. 
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• Race was not analyzed in order to keep the dissertation focused on the 
textbooks.5 
• The researcher cannot ascertain if teachers actually assigned the selections nor 
if students actually read them. 
The books and stories were analyzed in terms of the literary analysis protocols 
(See Appendix B and C.) I developed based upon the work of Helen O'Hara Connell 
(1994) and Arthur N. Applebee (1991, 1992). 
The first analysis protocol is the Textbook Analysis Protocol (TAP).6 The TAP 
identifies the textbook being analyzed by documenting the title, the publisher, and the 
copyright date. The TAP allowed me to record the number of short fiction selections in 
each book and to calculate their average length, and to repeat this same procedure in 
terms of male and female writers. The TAP also afforded me the opportunity to record 
my informal observations of the biographical information for each author and to note 
perceptions of the ancillary questions, writing assignments, and extension activities 
presented in the text. I completed eight TAPs, which are summarized in Chapter IV. 
The second analysis protocol is the Author and Short Story Analysis Protocol 
(ASSAP).7 The ASSAP consists of the two divisions. In the first division, I recorded the 
short story author's name, education description, major literary awards won by the author 
(specifically noting if the short story being evaluated won an award), and listing the 
genres in which the author worked. The second division consists of the short story title; 
setting; internal and external conflicts and their resolutions; as well as a character list in 
5 Race is a complex social issue that impacts public education, and to deal adequately with race and textbooks another study is needed. 
6 See Appendix B (TAP). 
7 See Appendix C (ASSAP). 
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conjunction with notes regarding the presentation of the characters as positive or 
negative, active or passive, independent or dependent. The characters were analyzed in 
terms of my experiences as a literature teacher and through the lens of maternal 
feminism. That is, again I asked how the characters presented the author's message 
regarding the place of females in the world and how females interact with the world 
around them. I prepared twenty-eight ASSAPs and presented the data in a summary 
chart that appears in Chapter IV. 
Indeed, like O'Hara Connell, I looked at ancillary study materials accompanying 
the story to examine authoritative comments that lend themselves to particular 
interpretations. However, while O'Hara Connell was especially interested in the 
portrayal of white male protagonists as either impotent or cruel in novels, I looked at the 
portrayal of the female characters and their interactions in short stories. 
As I re-read the work of the writers who have made an appearance in the 
anthologies and have become fixtures therein, I looked at the representations both 
textually and contextually. That is, I examined the literary elements present to determine 
if the work was well written and the context within which the women were presented 
(Pratt, 1978). I asked if the women seemed authentic or anomalous within the 
fictionalized setting (period and locale). As a maternal feminist, I asked what kind of 
lesson a young, impressionable girl could draw from the story. Would she learn that 
women could be supportive of women? Would she learn that women need a man in their 
lives? Because my research question sought to understand the messages sent by 
literature, a qualitative study fit my work best as I examined the stories from a maternal 
feminist point of view to see what role models were provided as modes of nurture 
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(Register, 1975; Mills, 1994). How did the stories of these female-created female 
characters nurture the readers via messages related to physical, spiritual, emotional, and 
psychological development? For a simplistic example, did the stories and the characters 
say to the reader, "Girls are weak. Girls are shallow. Girls get upset over nothing. Girls 
are weird"? 
Ellen Morgan (1978) maintained that in fiction, basically women are only 
important when they are young, and thus lovable. She reported that older female 
characters appeared less frequently than their younger counterparts, were minor 
characters, and were portrayed in a negative manner. For women to be interesting 
characters, they had to be young and physically attractive. Of course, Morgan did not 
discuss older characters who appear in three stories by women wherein they are major 
characters: Eudora Welty's Phoenix Jackson in "A Worn Path"; Katherine Anne Porter's 
Granny Ellen Weatherall in "The Jilting of Granny Weatherall"; and Flannery 
O'Connor's Mrs. Crater in "The Life You Save May Be Your Own." These stories 
appear in many high school anthologies. I studied such women characters as those listed 
above and in the following chart. Again, I chose stories that appeared more than once in 
the works of different publishers or writers who were represented by more than one story 
because I believe multiple publications in anthologies indicates canonization (Cain, 
1993). The following chart identifies the writers who fit this critenon, their stones, and 




Author Title Characters 
Sarah Ome Jewett "The Hiltons' Holiday" Mrs. Hilton 
Katy 
Sue Ellen 
"The White Herron" Sylvia 
Mrs. Tilley 
Kate Chopin "The Story of an Hour" Louise 
Josephine 
"A Pair of Silk Stockings" Mrs. Sommers 
Willa Cather "The Sculptor's Funeral" Sculptor's Mother 
Sculptor's Sister 
"The Sentimentality of William 
Tavener" 
Mrs. Tavener 










Eudora Welty "A Visit of Chanty" Marian 
Addie 
First Old Lady 
Nurse 
"A Worn Path" Phoenix Jackson 
Nurse 
Receptionist 
Shirley Jackson "The Lottery" Mrs. Tessie Hutchinson 
Mrs. Dunbar 
Mrs. Delacroix 
Flannery O'Connor "The Crop" Miss Willerton 
Miss Lucia 
Lot Motum's Woman 





Like Applebee (1989, 1991, 1993), I wanted pertinent detail in terms of the 
literature as well as of the content of that literature. Unlike Applebee, my work centers 
on short stories anthologized in American literature textbooks used in rural Georgia; 
Applebee chose to work with specific year editions of literature textbooks, not limited to 
one specific grade level and corresponding courses. I will consider the textbooks as 
compilations of literature and the stories themselves as artifacts for feminists to study. It 
was the specific analysis protocols of Arthur N. Applebee (1993) that guided the 
development of my analysis protocols. 
The protocols (see Appendix B and C) facilitated my collection of the information 
about the stories that was necessary for me to examine the messages inherent in the 
literature selections. The completed protocols (see Appendix B and C) provided the data 
presented in Chapter IV. I then used the data in conjunction with the information gained 
in my study of Literary, Feminist, and Feminist Literary Criticism and wrote a critical 
analysis of each story from a maternal feminist perspective. Chapter IV's essays also 
included a textual analysis of each story, i.e., a discussion of the literary elements 
associated with the story that were stressed within the anthology. 
Chapter V concludes the study itself by reiterating my purpose, briefly describing 
my findings and their significance in terms of maternal feminism, providing practical 
suggestions for teacher practitioners and suggesting further venues for research. 
During the course of the study, I also questioned what would make a textbook 
suitable for adoption. Consequently, I developed my own textbook evaluation 
instrument, and I have included it as Appendix E. However, I have done so only to 
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provide a model of what teacher practitioners may want to develop for their own use in 
the textbook adoption process. 
Chapter IV 
Presentation and Analysis of Data 
In preparing to examine the short stories that meet the criteria of my study (i.e., 
those short stories that have been included more than once in an anthology used in the 
Laurens County School System since 1965, and have been authored by women), I have 
used the protocols discussed in Chapter III for each textbook and for each story. I then 
briefly researched the authors in order to gain a better understanding of the context from 
which each was writing. However, my primary focus has been on what the message of 
each story seems to be to me, a maternal feminist teacher. I have reflected upon what the 
story seems to say to me as a maternal feminist about women and whether or not that 
message seems to be a positive or a negative one. Likewise, as I have studied the stories 
and what I perceive their messages to be, I have also realized that what the stories say to 
me may be, and probably is different from what they say to my adolescent students. I 
asked myself if my high school students would benefit from reading the particular story 
selected by the textbook publisher. Is there a positive or a negative message in the 
female characterization present in the story? 
As a maternal feminist teacher interested in the role models presented to students 
in their assigned American literature short stories, I've had to ask if the stones encourage 
girls to believe in the opportunities afforded women or if the stories limit women. After 
all, as a maternal feminist, I want adolescents in general, and girls in particular to be 
encouraged to pursue their dreams and I want to nourish that belief students have in 
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themselves. Recognizing that by the time some students reach the eleventh grade 
American literature course they lack any clear direction or positive role models, much 
less self-confidence, I realize that the role of the teacher is sometimes more than a 
nurturer. The teacher is often the one who must also plant the seed. 
I have also considered how the textbook publishers have represented the stories 
and authors as I have sought to discover inherent messages through my maternal feminist 
re-reading. I have looked at the biographical information presented about each author, 
and have occasionally1 compared that information to the presentation of biographical 
information regarding male writers of the same period. I have also looked at the 
organization of questions as well as the presentation of extension materials 
accompanying the selections within the texts. However, my primary focus has been upon 
what kind of women are presented in the stories and what kind of role models those 
women present to my adolescent students, as I perceive those role model messages to be. 
As Deborah O'Keefe (2000) has suggested in Good Girl Messages, literature to 
which they are exposed in a cumulative manner affects impressionable students; after all, 
their self-image is formed by many factors, but the literature they read is certainly one 
such factor. When a girl reads about other girls going through the same dilemmas she is 
going through, the reader cannot help but be influenced by what she has read. She learns 
from the decisions the fictional characters make and she learns from the kind of role 
models those fictional characters provide. This is also true of female characters who are 
not necessarily going through dilemmas that adolescent girls today have experienced or 
are expenencing, but includes dilemmas the girls may experience, such as conflicts 
1 I say occasionally because 1 have not examined each and every male contemporary writer's presentation, but I have compared the presentation to major male 
writers who were contemporaries of the female authors, such as Hemingway to Gather. 
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involving relationships. Nevertheless, it has been my goal to try and discover what 
messages the female writers intended through their work, as well as to discover what 
unspoken messages of the publishers have been through their presentation of the 
identified authors and their selected stories have been in the textbooks adopted by the 
Laurens County School System. 
Chapter Design 
This chapter is divided into two main sections. The first section is a literary 
discussion which includes a slice on each author in the study, namely: Sarah Ome Jewett, 
Kate Chopin, Willa Cather, Katherine Anne Porter, Eudora Welty, Flannery O'Connor, 
and Shirley Jackson. In each author section, a brief biography is provided in order to 
give necessary background information for the reader to understand the context from 
which each woman worked. Certainly, these biographical sections are not all-inclusive; 
however, they do include information that I consider pertinent to an understanding of the 
story. A plot summary and then an analysis of the story follow the biographical 
information. 
In my analysis, I looked at characterizations of women primarily as possible role 
models for students and at images that speak to me of feminism. This section concludes 
with a reiteration of those messages from writers about being women as I see them in the 
stories and the female characterizations present in the selected stories. In addition, Table 
2 briefly allows my reader to see similarities in background, education, and achievements 
of the women writers in the study. 
The second section of this chapter discusses the results of my analysis of the 
textbooks that have been used since 1965 in the Laurens County School System. I first 
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provide my description of an ideal literature anthology for American literature courses, 
and then I give a brief description of the textbooks used in the study. I conclude this 
section with tables that show my results in an attempt to show what changes, if any, there 
have been in the representation of the women writers by the textbook publishers. 
Literary Discussion 
The female authors whose work has been included in the literature anthologies 
used by the Laurens County School System since 1965 have been surprisingly low in 
number. In the five anthologies surveyed for my study, only the seven women in the 
study appeared more than once in the textbooks. I have arranged the women 
chronologically in terms of their births as I have discussed them. This arrangement also 
reflects a loose sequence of the literary movements currently stressed in the American 
literature texts. 
Discussion Sequence 
The Realists Sarah Ome Jewett, Kate Chopin, and Willa Gather are discussed 
first. The Modernists Katherine Anne Porter and Eudora Welty sections follow them. 
The last authors discussed are Flannery O'Connor and Shirley Jackson, who are 
classified in different ways by different texts.2 In this dissertation, O'Connor and 
Jackson are recognized as Contemporary authors. 
2 In some texts O'Connor is treated as a Modernist, but in others she is classified as a Contemporary writer The term Contemporary, in the Prentice Hall book, 
signifies those writers who appear in print after 1946 for the first time. Hence, Welty, who died 23 July 2001, and wrote until the last few years of her life, is still 
classified as a Modernist, while O'Connor's classification was Contemporary according to Prentice Hall Publishers. 
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Sarah Orne Jewett 
Biography 
Sarah Orne Jewett has been classified as a Regionalist writer within the Realism 
movement because she wrote about life in a specific region and tried to capture the flavor 
of life there3. She portrayed the simple life of rural New England, and perhaps because 
her work barkened back to an agrarian life, it was popular during her lifetime when most 
Americans were being forced off the farms into the cities of the Industrial Age. 
Jewett was bom in South Berwick, Maine, in 1849. She was the middle daughter 
of a country doctor, and she often accompanied her father on his rounds. In fact, Jewett 
wanted to become a doctor herself; however, "acute attacks of rheumatoid arthritis, which 
were to plague her all her life and finally to kill her, at the age of fifty-nine" prevented 
her from making her dream a reality (Auchincloss, 1996, p. 78). 
In her early teens, Jewett wrote poems and stories about the people she met and 
the places she saw on her father's rounds. At the age of fifteen, Jewett became indignant 
at city visitors finding the country people around Berwick humorous. She later wrote that 
she had become determined to share with the world the grandeur of simple, country life, 
and she saw that as her life's mission (Renza, 1984, p. 47). She believed that "her talent 
had been given her by God for the moral improvement of her readers" (Auchincloss, 
1996, p. 80). Although she also attended the Berwick Academy, graduating in 1865, she 
considered her schooling insignificant compared with the learning she gained in her own 
life away from school. After finishing her education, Jewett began to submit some of her 
3 Classifying Jewett as a Regionalist writer serves to trivialize her work. Indeed, it is interesting to note that while Jewett was thus classified by most of the 
publishers included in this study, no one ever seems to have classified William Faulkner as a regionalist even though he wrote aboul one imaginary county in the 
South. 
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work to literary journals at the age of nineteen. The Atlantic Monthly was the first 
prestigious magazine to publish her work (Auchincloss, 1996). 
In 1877, a collection of short stones entitled Deephaven, about the decline of a 
Maine seaport, was published. Seven years later, she published her second book A 
Country Doctor, which was based upon her father's life and revealed her deep admiration 
of him. In the 1880s, she befriended Boston socialite Annie Fields, the wife of Jewett's 
publisher James T. Fields. 
When Mrs. Fields became a widow, she invited Jewett to become her companion, 
and Jewett accepted. Their circle of friends included some of the most celebrated writers 
of the day: Samuel Clemens, Ralph Waldo Emerson, John Greenleaf Whittier, and Louisa 
May Alcott, to name just a few. Annie Field's wealth and appreciation for travel allowed 
Jewett to travel to Europe several times, but she always wrote about the New England of 
her girlhood, and in so doing inspired readers, one of whom apparently saw Jewett as a 
role model (Auchincloss, 1996). That fan's name was Willa Gather. 
Willa Gather once wrote that if she had to choose three American books that 
would become immortal classics, they would be Twain's The Adventures of Huckleberry 
Finn, Nathaniel Hawthorne's The Scarlet Letter, and Sarah Ome Jewett's The Country of 
the Pointed Firs, which was published in 1896. After Jewett met Gather in 1908, she 
began a correspondence with her. Jewett, ever the appreciator of simple truth, advised 
Gather to write about that which she knew well, something Jewett had been particularly 
successful doing. Sarah Ome Jewett died in 1909 (Donovan, 1975), having seen the 
Civil War and the ushering in of the Industrial Age, but having not seen women get the 
vote. 
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Discussion of'The Hilton's Holiday" 
Sarah Ome Jewett's short story "The Hilton's Holiday" was one of Jewett's 
favorites (Jewett, 1965, p. 541; Lindemann, 1999). It was available to Laurens County 
students in 1965 through 1968. It was published in Jewett's masterpiece The Country of 
the Pointed Firs (1896), (p. 541). 
Plot Summary 
Jewett's short story "The Hiltons' Holiday"4 is the story of a family living on a 
mountain farm. The family consists of John Hilton, his wife, and their daughters Susan 
Ellen and Katy. John has worked extra hard so that he could have a day off from his farm 
labors to take his daughters into the town of Topham, seventeen miles away. He tells his 
wife their children need to see more of the world than their farm and their neighbors' 
farms. The next day he takes them to the town, telling his wife that he needs a new hoe, a 
new hat, and some seed. She says he is just looking for excuses to go to town and to take 
their daughters and that the trip is fine with her. The girls are very excited, but the 
mother does not go; instead, she says she will visit a nearby cousin. 
In Topham, the two young girls - Susan Ellen is between ten and thirteen, and 
Katy is nine - are proud when their father is recognized by other people. They are 
impressed that the famous Judge Masterson knows him by name and talks to them, telling 
them that Katy reminds him of their paternal grandmother with whom he had attended 
school. At the end of the story, the family returns to their farm, with a photograph of 
themselves on their special day as a memento for their mother. They are elated but tired, 
4 Citations of the plot and my analysis of ihis story refer to the re-printing of the story in Houghton Mifflin's 1965 American Literature, pp 541 - 550. 
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and John has forgotten the hoe and the seeds. All members of the family are proud of 
each other, satisfied with the peace of their lives. 
Analysis 
Sarah Ome Jewett built a career on nostalgic stories that depicted the peace of an 
agrarian, rural lifestyle. Perhaps people living in the cities at the dawn of the Industrial 
Age missed the peace of rural farm life. At any rate, "The Hiltons' Holiday" celebrates 
the simple joys of a change in dull routine. It is a story about parents who are proud of 
their surviving two children and want to show them off to the world, as well as to show 
the world to them. While only three females exist as living characters in the stoiy, there 
are actually five females in the story. 
The first woman to appear in the story is Mrs. Hilton. Jewett immediately 
establishes John's superiority over her by placing John as sitting "on the doorstep" of his 
house with his wife "just within the doorway." Thus, Jewett places Mrs. Hilton in a 
visual scene reinforcing her as the embodiment of hearth and home, someone to be 
protected. However, Jewett does not see Mrs. Hilton as a weak stereotype. She allows 
Mrs. Hilton to moum for her dead son years after his death, to chide her daughters about 
what to do in town, and to comment upon the doings of the teacher, whom she obviously 
respects even though she views her as stupid in appearance (p. 542). 
Mrs. Hilton also comments upon her two daughters. She acknowledges that she 
is training Susan Ellen to be a housekeeper just like her and refers to the girl as her 
helper. Of Katy, her youngest child, she says, "She lives right with herself, but Susan 
Ellen ain't nothin' when she's alone, she's always after company all the boys is waiting' 
on her a'ready,"(p. 542). However, Mrs. Hilton has a proclivity to believe that her girls 
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are contented with their lives, and she sees no real reason to change things. She tells her 
husband, "They're a sight better off not to be so full o' notions as some is," (p. 543), and 
through that quote, Jewett establishes that Mrs. Hilton represents the status quo, the 
patriarchy. It is she who is suspicious of change and the unknown, not her husband. 
John Hilton is actually the more nurturing character in the story. It is he who says 
he wants to do all he can for his daughters. He tells his wife, "I want 'em to have all we 
can give 'em. I want 'em to see how other folks does things," (p. 543). Furthermore, it 
is his wife who accuses him of plotting, not the stereotypical woman-plots-to-manipulate- 
man idea. She stops rocking smoothly, symbolizing that all is not smooth and 
stereotypical in the family dynamics, and tells him, "'Now you've got your mind on to 
some plot or other.' (The rocking chair began to move again.) 'Why can't you talk right 
out?'" (p. 543). The irony of the inversion is short-lived though and reminds the reader 
of the stereotypical idea of women's intuition when Jewett writes that John Hilton was 
"never prepared for his wife's mysterious powers of divination" (p. 543). When the girls 
return from a social evening with their teacher, it is the mother who is in control again as 
she rushes the family off to bed. Another incident that indicates Hilton's respect for his 
wife is that he admits that if she had not been agreeable to the notion, he would not go 
through with the visit to Topham (p. 544). Clearly, through Mrs. Hilton, Jewett has 
shown that wives and mothers could be partners to their husbands, not merely maids. 
Susan Ellen is the eldest daughter. Jewett tells the reader that Susan Ellen 
resembles her mother Mrs. Hilton, who is still beautiful (p. 545). Jewett also reveals that 
Susan Ellen has been and is her mother's helper (p. 542). She is the talkative, friendly 
child. She also measures herself by her father's social recognition in Topham. "The 
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village was full of its morning activity, and Susan Ellen gained a new respect for her 
father, and an increased sense of her own consequence, because even in Topham several 
persons knew him and called him familiarly by name," (p. 548). This indicates that the 
way other people view her father affects Susan Ellen's self-esteem. 
Katy, the nine-year-old, also measures herself by how she perceives her father is 
judged and judges. Waiting in the wagon in Topham, Katy "tned indeed to sit straight, 
and folded her hands prettily in her lap, and wished with all her heart to be pleasing for 
her father's sake," (p. 546). Later, when John has told his daughters that he appreciates 
them because he missed his mother so much when she had died during his boyhood, it is 
his daughter Katy, who resembles his mother, who feels her heart drawn "toward him 
with new affection" by "a tone in her father's voice" (p. 547). It is also Katy who stands 
near him rather than near her mother, and who obviously wants to please him. Indeed, of 
Katy, John says, "Katy, she's most as good as a boy, except that she ain't very rugged. 
She's a real little farmer, she's helped me a sight this spring" (p. 542). Hence, Katy is the 
typical tenderhearted young Daddy's girl. However, it is important to note the casual 
comparison made by her father, representative of the patriarchal agrarian society in which 
they live. He has said she is almost as good as a boy, except she is not very rugged. 
Clearly, he is making her less than male on a ladder wherein maleness is at the top rung. 
Katy can never be a boy, and so she does the next best thing. She becomes her 
father's helper, his shadow trying to "sit prettily" so that he will be proud. Upon meeting 
Judge Masterson, the most important resident of Topham, Katy "sat straighter than ever, 
with joy in her father's pride and pleasure shining in her pale, flower-like little face" (p. 
547). She is impressed each time her father speaks of his mother whom she resembles, 
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and she is delighted when Judge Masterson also notes the physical resemblance. She 
even likes a former neighbor "better than at first" when he comments upon her 
resemblance to her father's beloved mother (p. 549). Obviously, if Simone de Beauvoir's 
argument (1949/71) that mothers view themselves in relation to their sons because doing 
so builds their own self-esteem (i.e., he is a god in the patriarchy with limitless potential, 
and she is the mother of a god), then it is conceivable that a similar relation exists 
between fathers and daughters. If father is a god, the most the daughter can do is to 
emulate him and when that fails, for she is after all, a female, she must try to emulate his 
mother in order to view herself as worthy of his attention. Katy believes to some extent, 
unconsciously of course, that her being like his mother pleases her father because he 
loved his mother. 
As a maternal feminist, I am pleased by the depiction of John Hilton as a 
mothering father, and I believe Sara Ruddick (1989), who has argued that mothering is a 
job that men or women can do, would be pleased with his maternal thinking. That is, he 
strives to broaden the world of his daughters; however, I find it disturbing that the girls 
view themselves as means for his pride. Katy should be allowed to be her own person 
and she should learn to take pride within herself, not how much she reminds her father of 
his mother or how her good manners may reflect positively upon him. I am not saying 
that these things are bad. Indeed, most parents I know take pride in their children; 
instead, I am saying that she should also experience pride withm herself and for herself, 
and 1 am saddened that Jewett, an intelligent independent woman, did not make the 
females in this story more independent. Instead, she provided her reader with a mother 
who declines to join her family on an outing and who thinks her husband is manipulative, 
69 
a daughter who physically resembles the mother and who comes across as somewhat 
shallow, and another daughter whose sole happiness comes from making her father proud 
of her. 
Discussion of - "A White Heron" 
In 1968, Sarah Orne Jewett was represented in the Scott, Foresman book The 
United States in Literature by "A White Heron," the most frequently anthologized and 
studied of Jewett's work (Lindemann, 1999). Indeed, when "A White Heron" was 
rejected by the Atlantic Monthly, Jewett said, "I love her, and I mean to keep her," hence 
the inclusion of the story in Jewett's collections (Lindemann, 1999, p. 89). The two 
literature textbooks following The United States in Literature that were adopted by the 
Laurens County School System did not include Jewett. However, "A White Heron" 
returned with the 1989 textbook published by Prentice Hall, Prentice-Hall Literature: The 
American Experience.5 With the adoption of the Holt Rinehart and Winston textbook in 
1997, Jewett has no longer been widely available to students in their literature texts in the 
Laurens County School System because the Holt Rinehart and Winston book did not 
include Sarah Orne Jewett. 
Plot Summary 
"A White Heron" opens with nine-year-old Sylvia walking through the woods 
with her Grandmother Tilley's milk cow. Mistress Moolly. "Sylvy," (Sylvia) who came 
from the city to live with her maternal grandmother the previous year, is a shy child who 
loves nature and is accepted by the animals. She is also "afraid of folks" (p. 536), and so 
she is startled when she sees a young hunter. He asks Sylvy if she thinks he can spend 
5 Passages from "A White Heron" will be cited from Prentice Hall Literature: The American Experience (1997). 
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the night at her home and get something to eat there. Mrs. Tilley agrees to the request 
when Sylvy, the hunter, and the cow finally arrive at her small, old farmhouse. 
Over supper, the hunter explains that he is hunting a white heron that he has seen. 
He wishes to kill the bird and have it stuffed to add to his collection. He says he will pay 
ten dollars to anyone who can show him where the heron's nest is. Sylvy spends time 
with him hunting, and she is drawn to his kindness while simultaneously repelled by the 
hunting. However, she awakens the next morning and locates the nest. Then, she 
realizes that to reveal the whereabouts of the nest will earn her money and will make a 
favorable impression upon the young hunter, but that it will mean the death of the 
beautiful bird. She decides that the hunter will have to leave disappointed. 
Analysis 
"To Sarah Ome Jewett (1886), an elusive white heron symbolized freedom in the 
Maine woods. Significantly, she used a girl-child to keep the location of the heron's nest 
a secret from a male hunter. Though poor, the girl understood and valued freedom above 
the handsome monetary reward the hunter would have paid her for the information" 
(Rundstrom, 1995, p. 2 of 11). Clearly, the girl can be interpreted as symbolic of all 
young women and the bird could be interpreted as symbolic of female freedom that was 
most often sacrificed by the husband (hunter) upon marriage. 
"A White Heron" is a lovely, thoughtful, and pastoral story with very little action. 
Although Mrs. Tilley does not appear to need a man in her life, and lives independently 
except for her young granddaughter Sylvy, the fact remains that she went to the city 
where her daughter lived, and she did choose to take an eight-year-old girl away from her 
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mother. However, Mrs. Tilley has consoled herself with the knowledge that Sylvy seems 
happy at the remote farm. 
"Afraid of folks," old Mrs. Tilley said to herself, with a 
smile, after she had made the unlikely choice of Sylvia 
from her daughter's houseful of children, and was returning 
to the farm. "Afraid of folks," they said! I guess she won't 
be troubled no great with 'em up to the old place!" When 
they reached the door of the lonely house and stopped to 
unlock it, and the cat came to purr loudly, and rub against 
them, . . .Sylvia whispered that this was a beautiful place to 
live in, and she never should wish to go home. (pp. 536-7) 
The grandmother obviously had wanted one of her grandchildren to live with her to help 
with the chores on the farm, and she had chosen the quiet, shy Sylvy, who was 
presumably obedient and passive. 
There are two arguments as to why Sylvy was chosen. She may have been chosen 
strictly for selfish reasons because she was, at age eight, trainable and not yet rebellious. 
In addition, because she was "afraid of folks" her grandmother felt that she could more 
easily intimidate Sylvy and thus control her. On the other hand, perhaps Mrs. Tilley 
chose Sylvy as her young companion because she truly felt the experience of living on a 
remote farm near the ocean would actually be a positive expenence for the little girl. The 
second argument is perhaps the one Jewett would offer in her positive manner; however, 
the casualness of the separation of Sylvy from her own mother by a grandmother who 
chose her "from her daughter's houseful of children" is painfully similar to the image of 
someone choosing a puppy from a litter. Through Sylvy's living arrangements, life and 
child/parent relationships are devalued in a way that sadly anticipated the living 
conditions of many modem children being raised by elderly grandparents whose own 
parents are unable to care for them. 
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Truly, the relationship between Mrs. Tilley and her granddaughter Sylvy is an 
ambiguous one. When the hunter and Sylvy approach the house, the reader is told, 
"Sylvia was more alarmed than before. Would not her grandmother consider her much to 
blame?" (p. 538). The child anticipates being blamed for the appearance of the hunter at 
her grandmother's home. The grandmother speaks seldom to the child in the story. In 
fact, she only addresses Sylvy twice and both times are requests. First, she wants Sylvy 
to tell her where she found the cow, and then she directs Sylvy to set a place for the 
hunter at the table. 
Whether she was wanted or not wanted by her own mother, Sylvy is Jewett's 
focus though—used, bullied, or loved by her Grandmother Tilley. Sylvy is innocent 
though and is part of the world of nature. Indeed, through Sylvy's name, which is 
derived from sylvan, meaning of the woods, Jewett has further linked the child and her 
innocence to Mother Nature and to life. Sylvy enjoys the woods and the animals who 
live there, a fact her grandmother realizes and discusses with the hunter in front of Sylvy 
as if the child is not present. Clearly, Sylvy is to be seen and not heard. 
Sylvy's sweet, quiet personality is also quietly symbolized by the white heron the 
hunter, representing all mankind and especially the progress of mankind as represented 
by the "crowded manufacturing town" where Sylvy's first eight years of life had been 
spent (p. 536). Like the bird, Sylvy is part of nature and is at risk in the world of men. 
She is safe in nature, and she appreciates the healing, refreshing qualities of nature when 
she, for example, lets "her bare feet cool themselves in the shoal water, while the great 
twilight moths struck softly against her" (p. 537). However, back in the world of men 
she is "afraid of folks," (p. 536). Just as the bird flees the hunters, Sylvy recalls having 
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fled from "the great red-faced boy who used to chase and frighten her," (p. 538). The 
connotative message is that Sylvy does not belong in a world of males. 
However, Sylvy personifies the "tension between the child life and the adult life, 
between psychological desire and physical reality" (Pool in Cary, 1973, p. 225). As 
Matthiessen (1965) has pointed out, Sylvy treasures her secret knowledge of the white 
heron's nest location more than she values the young hunter's admiration, and it is her 
decision not to tell where the nest is located that makes her the embodiment of the 
dramatic conservationist theme of the story. In choosing to protect the white heron, 
Sylvy chooses to remain an innocent, rather than to become a destroyer for although she 
deliberately misleads the hunter, she does so for a the higher moral reason of providing 
protection of life rather than selling knowledge that destroys life. She is part of nature, 
rather than a destroyer of nature. Thus, she nurtures life by protecting the white heron 
and its nest, and refuses to be used by the hunter for his own purposes. 
"A White Heron" contains several disturbing messages. Most striking to me is 
the idea that children can be separated from their mothers for the convenience of their 
grandmothers, who may not be very nurturing people. Indeed, Sylvy's grandmother, 
Mrs. Tilley, seems more interested in obtaining the young hunter's ten dollars than in 
showing affection toward Sylvy, who, I think, is untouched by the greed for financial 
gain that has robbed her grandmother of innocence. Furthermore, I have to wonder at 
Sylvy's mother. What kind of mother can allow her young child to be taken by her 
[Sylvy's] grandmother and used as a servant? It is arguable that the mother's actions 
reveal her as a protective, concerned daughter; however, it would seem to me that she 
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owes more to her child than to her adult mother, but I acknowledge that these 
assumptions represent my own biased views of the mother-child relationship. 
It is somewhat disturbing that, while Sylvy is revealed as possessing a wonderful 
sense of nature and her place within it, at the same time she is concerned about being 
blamed by her grandmother for bringing the young hunter home, nor does she feel she 
can confide in her grandmother. Children like Sylvy must be used by their elders as 
quasi-servants and are frightened by "folks" in the towns. The only place where Sylvy 
demonstrates self-confidence is when she is out in nature, but when she is around others, 
she trembles and is afraid (Jewett, 1997, p. 538). The message seems to be that girls are 
to be used and have little value to their mothers, and that when girls grow into old women 
they can be strong and avaricious and they can use children. After all, Sylvy's biggest 
achievement in the story is that she keeps a secret that protects Mother Nature (as 
represented by the white heron) and deprives her grandmother of money. 
Jewett7s Women 
Clearly, Jewett saw female characters in a masculine world wherein female 
characters had to worry about pleasing male characters. Jewett's world was a male one, 
and to be successful, most women had to serve others or to worry about pleasing men, as 
did the Hilton women and Sylvy. Sadly, none of Jewett's female characters who have 
been presented to the adolescents of the Laurens County School System via American 
literature textbooks have been women who mirrored the success of their commercially 
independent creator. Consequently, Jewett's message to adolescent readers may well be 
that women may hope for success in a patriarchal society only through pleasing males, 




Bom in 1851, Kate Chopin, like Sarah Ome Jewett, saw great social changes, 
including the Civil War and the advent of the Industrial Age in the United States. Chopin 
once said that she knew of no better work than Sarah Ome Jewett's for the study of short 
story technique (Donovan, 1980). Just as Jewett influenced Chopin, Chopin also 
influenced other women writers (Seyersted 1969). 
Kate Chopin was bom Kate O'Flaherty, the daughter of a self-made wealthy Irish 
immigrant and his second wife. However, when Kate was about six years old, her father 
died. Shortly after that sad event, her mother returned to her [Kate's] maternal 
grandmother's home to raise her children. Kate was educated in Catholic convents and 
by her maternal grandmother. From this French grandmother, she learned about the 
French Creole society of Louisiana while growing up in St. Louis, Missouri (Toth & 
Seyersted 1990). 
At the age of nineteen, she met and married Oscar Chopin, a Louisiana cotton 
trader, and assumed the life of a young aristocratic matriarch in New Orleans. After ten 
years and six children, the couple moved to a plantation in rural northwestern Louisiana; 
however, Oscar was not suited to plantation management. The family did not thrive 
economically. In 1883, Oscar died from malaria, leaving Kate to raise their six children 
alone while managing a plantation, and a plantation store. After about a year of trying to 
carry on Oscar's business, Kate sold the property and returned to her mother's home in 
St. Louis to raise her children. There, she returned to her girlhood love of writing, except 
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she pursued it as a means of financial support, whereas in her pre-married life, she had 
written for her own enjoyment (Toth & Seyersted, 1998). 
Influenced by Amencan Regionalists such as Sarah Ome Jewett, Chopin focused 
on the diverse cultures and population groups in Louisiana as fertile ground for her 
fiction. Her deft use of description and her ear for dialect captured the local color of the 
region. Her work was popular during her lifetime and was viewed as charming (Holt 
Rinehart Winston's Elements of Literature, Fifth Course, 1997, p. 435). However, she 
also explored the serious themes of marriage inequities, racial prejudice, and female 
equality. For example, her 1899 novel, The Awakening, explored one woman's 
awakening sense of self and sensuality. 
Unfortunately, The Awakening was attacked in pulpits and newspapers across the 
country as immoral because it also dealt with the themes of infidelity and maternal 
abandonment of children. Magazines, so important to Chopin's financial well being, 
began to refuse to publish Chopin's work, and her career suffered (Toth & Seyersted, 
1998; Shaw 1992). She died in 1904 and was virtually forgotten until the Women's 
Movement of the 1970s called for the development of a women's canon of literature 
(Acocella, 2000). Today, Kate Chopin is recognized as a feminist writer and is respected 
for her ability to capture local color, as well as her ability to depict a deep understanding 
of female psychology. 
Discussion of "The Story of an Hour" 
In her short story "The Story of an Hour,"6 Kate Chopin explores the secrets of 
marriage and the dichotomy between what participants in a marriage may feel and what 
6 All citations of Chopin's "The Story of an Hour" in this dissertation refer to Prentice Hull Liierature: The Amencan Experience, Prentice Hall Publishers, 1989. 
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people outside the marriage may see. She contrasts both of those realities and reveals 
how one hour can alter lives. Interestingly enough, "The Story of an Hour," Chopin's 
most famous short story, had originally been entitled "Dream of an Hour" (Toth & 
Seyersted, 1998), perhaps underscoring Chopin's view of women's freedom from 
oppression as transitory. 
Plot Summary 
In "The Story of an Hour," Louise Mallard is a married woman afflicted with a 
weak heart, so when a train accident has supposedly taken her husband Brentley's life, 
her sister Josephine and Brentley's friend Richards come to break the news to her as 
gently as possible. They fear the shock of widowhood will kill her. Upon hearing the 
news, Louise weeps "with sudden, wild abandonment," (Chopin, 1987, p. 546), and then 
retires to her room to be alone. 
Josephine entreats her to come out of her room, not realizing that alone in her 
room, Louise is celebrating her own sense of autonomy and freedom. Louise stares out 
the window, and seeing the signs of spring, she rejoices in all of the possibilities of her 
own bright future. She realizes how suddenly her own attitude about her life has changed 
from despair to joy. Whereas she had previously dreaded life, she now anticipates life. 
Finally, she leaves the room and walks down the stairs. As she nears the bottom of the 
stairs, her husband Brentley Mallard opens the front door and comes into the house. The 
shock of seeing her husband so suddenly causes Louise to collapse and to die of a heart 
attack. 
Doctors say she died "of heart disease - of joy that kills" (p. 548). The other 
characters believe that the shock of Brentley's appearance caused her death. However, 
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the reader is intended to realize the irony of the situation: Louise did not die because she 
loved Brentley and was shocked at seeing him alive, but rather she died from realizing 
her sense of autonomy was suddenly stripped from her. 
Analysis 
To me, "The Story of an Hour" is the ultimate statement about marriage in the 
nineteenth-century and early twentieth century. Louise Mallard, the wife and protagonist 
of the story, is typical of so many women who were seen as accessories for their 
husbands. Her marriage had become a gilded cage that prevented development of her 
own interests. Indeed, women of the 1890s were allowed little if any freedom to pursue 
interests beyond home and family (Dyer, 1993). 
Like any well-written short story, there are no unintended loose details ' in "The 
Story of an Hour." Although Chopin liked to say that she wrote spontaneously and often 
wrote a short story in one sitting, it is improbable that a story as well constructed as 
"Story" did not go through revisions (Toth and Seyersted, 1998). Indeed, "every detail 
contributes to the emotional impact. Mrs. Mallard's heart condition, mentioned only in 
passing in the first paragraph leads to the story's deadly, shocking finale" (Toth and 
Seyersted, 1998, p. 245). 
However, before the ending shocks readers, there are other tidbits of information 
tucked away into the roughly twenty short paragraphs that comprise the story (it is 
approximately 1,000 words in length). For example, there are obvious assumptions in the 
story. First, the reader is asked to assume that Mrs. Mallard will be heartbroken by the 
death of her husband and she must be told the "sad message" carefully and tenderly. 
7 Some short stories rely upon loose details as in The Lady or the Tiger" by Stockton. 
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Obviously, this is a reasonable assumption. However, then Chopin provides a clue that 
something is different about Louise, for Chopin has written of her, "She did not hear the 
story as many women have heard the same, with a paralyzed inability to accept its 
significance. She wept at once, with sudden, wild abandonment" (Chopin, 1989, p. 546). 
Clearly, women of Chopin's time period were never supposed to abandon themselves to 
emotion. Public emotion was considered vulgar. 
However, it is also interesting that Louise wept wildly and threw herself into her 
sister's arms, thus providing a strong image of sisterly support, both literally and 
figuratively. After all, Chopin might just as easily have hurriedly placed a maid in the 
role of comforter in the well-to-do Mallard household, but she did not. Instead, she used 
sisters to symbolize the support of women for each other in a relationship of equality. 
When Louise is in her room alone, presumably grieving, she faces her open 
window from a large armchair where she rests, "haunted" by "physical exhaustion" (p. 
546). She watches the signs of "new spring life" in the square below her window and 
listens to the "twittering in the eaves" of the sparrows (p. 546). She notes "the patches of 
blue sky showing" through the clouds "that had met and piled one above the other" (p. 
546), and one cannot help but realize the symbolic parallel between the sky and Louise's 
life. Her life has been clouded with unhappiness and oppression; her happiness has been 
fleeting like the patches of blue. 
When Chopin compares Louise to a "child who has cried itself to sleep" (p. 546), 
Chopin is alluding to the idea that society has served to keep women in a childlike state 
generally dependent upon their fathers and their husbands. Then Chopin moves her 
protagonist toward self-assertion. Louise is "young, with a fair, calm face whose lines 
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bespoke repression and even a certain strength," and she waits as a feeling comes over 
her as she experiences "a suspension of intelligent thought" (p. 546). The feeling is "too 
subtle and elusive to name" but it creeps over her and she reacts almost violently as "her 
bosom rose and fell tumultuously" and she recognizes her own freedom (p. 546). Her 
whispered "free, free, free!" (p. 546) voices her feeling of self-assertion. Her pulse beats 
quickly, sending blood to relax "every inch of her body," (p. 548), a description evoking 
sensuality. 
So thrilled is Louise with her sense of autonomy that she dismisses the idea that 
her joy over her husband's death is monstrous as "trivial" (p. 548), and she acknowledges 
to herself that Brentley Mallard had "never looked save with love upon her," (p. 548). 
However, she opens her arms to welcome her own independence and revels in the idea 
that she will be able to "live for herself," (p. 548). She imagines spring and summer 
days, aptly the seasons of new life, beginnings, and harvests, that will be hers to plan and 
to enjoy. She even prays that her life will be long so that she can enjoy her freedom. 
Then, when she leaves the room, she walks down the stairs "like a goddess of Victory" 
(p. 548). 
However, Chopin's story is more than a message of what a woman's life could be 
if the woman is freed from oppression, it is also a strong commentary on the reality of 
Chopin's time period when few women ever obtained independence. Thus, it is 
appropriate that after her hour of happiness, Louise drops dead when she faces her kind 
warden, her husband Brentley. 
There are multiple messages regarding a woman's place in "The Story of an 
Hour." First, death is preferable to a return to the status quo if the status quo is a 
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marriage wherein the husband imposes his will upon his wife. While outsiders never 
truly understand the dynamics of a marriage, even marriage participants may be clueless 
as to the reality of marriage (Brentley would no doubt be shocked to know that his wife 
did not die of "the joy that kills."). Finally, things are not always as they appear, and life 
is more complex than one may realize. 
Discussion of - "A Pair of Silk Stockings" 
"A Pair of Silk Stockings" is the latest Chopin story to which students in the 
Laurens County School System have been exposed in their American literature studies. 
Unlike "The Story of an Hour," which was primarily concerned with one woman's 
freedom from husbandly domination, "A Pair of Silk Stockings" is concerned with a 
woman who has lived for her children rather than for herself. It was first available to the 
students of Laurens County in the Elements of Literature, Fifth Course (1997). 
Plot Summary 
"A Pair of Silk Stockings" is the story of petite Mrs. Sommers who unexpectedly 
comes into possession of fifteen dollars. At first, she is determined to spend the money 
on her children. She knows that the money will be handy in providing her children with 
some of life's necessities. Indeed, devoted mother that she is, she intends to buy shoes, 
fabric, stockings, caps, hats and a pattern for clothes—all for the children. However, 
remembering the more affluent lifestyle she enjoyed before her marriage, she yields to 
temptation and instead buys herself silk stockings, shoes, gloves, and magazines. She 
even eats lunch in a fine restaurant and attends a matinee play performance. Then, on the 
way home, she feels terribly guilty about her self-indulgence and she wishes the "cable 
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car would never stop anywhere, but go on and on with her forever," (Chopin, 1997, p. 
443). 
Analysis 
When I first read "A Pair of Silk Stockings" many years ago, I thought it was one 
of the most boring stories I had ever encountered. In it, I saw a matron who goes to buy 
things for her children but who then succumbs to selfishness and splurges on herself. As 
a teenager, I hated stories about self-sacrificing mothers because in my immature view 
they bore no relation to my life, except perhaps to remind me that mothers supposedly 
sacrificed for their children and children were obliged to be grateful. However, maturity 
has taught me that Chopin's stories are not so superficial. 
Just as Louise Mallard spoke to all women about a desire to live free from marital 
oppression and, consequently, asks that the concept of marriage be rethought in terms of 
the wife's will being oppressed by the husband's will, Mrs. Sommers of "A Pair of Silk 
Stockings" offers a view of a woman being oppressed by motherhood. Through Mrs. 
Sommers, Chopin suggests that there is more to a woman-mother than only mothering. 
She asks that society not forget the individual female who is the mother. After all, 
mothers are individuals first. 
As Chopin depicts the individual character of Mrs. Sommers, there are some 
interesting points that I think were concessions to the times and to Chopin's view of her 
market, which were primarily Vogue, Vanity, Criterion, and Atlantic magazines (Toth 
and Seyersted, 1998). For example, the popular view of feminine beauty of the late 
nineteenth and early twentieth century is present in the story, which was first published in 
Vogue, a magazine aimed at affluent young women (Toth, 1990). That popular view 
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glorified beauty as dainty and petite, and Chopin used that popularity in her description 
of Mrs. Sommers as "little" even though her stocking size of eight and a half would 
indicate that she was actually average in size. However, diminutive language is 
frequently used regarding women (Belenky, 1986), and 1 suspect it is an unconscious way 
to denigrate women when it is used by men, albeit often unintended by individuals who 
are themselves inundated with social messages to that effect via media and popular 
culture. I also think that women who use diminutive language toward women are 
demonstrating just how pervasive the patriarchal values of western culture are. 
Furthermore, descriptions of other women in "A Pair of Silk Stockings" also 
portray women in terms of outward appearances and behaviors. The hosiery clerk is a 
young girl." The glove clerk is "a pretty, pleasant young creature, delicate and deft of 
touch. She and Mrs. Sommers "lost themselves for a second or two in admiring 
contemplation of the little symmetrical gloved hand" (Chopin, 1997, p. 441). The ladies 
in the restaurant where Mrs. Sommers has lunch are "quiet" and they do "not notice her" 
(p. 441). In other words, women speak softly and they do not draw attention to 
themselves (Steinem, 1981). However, women make up most of the audience at the 
matinee Mrs. Sommers attends. At the theatre, there are "brilliantly dressed women who 
had gone there to kill time and eat candy and display their gaudy attire" (p. 443). Clearly, 
women are expected to judge themselves and each other by physical measures, and most 
lead hedonistic lives, unlike poor Mrs. Sommers who had begun her day worried about 
providing for her children. 
Finally, the play is over "like a dream [had] ended" (p. 443), and Mrs. Sommers, 
having indulged herself, gets on a cable car to go home. As she gazes out the window, 
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she wishes that "the cable car would never stop anywhere, but go on and on with her 
forever" (p. 443) to prevent the return to her life of care. As she wishes for what cannot 
be, a "man with keen eyes, who sat opposite her seemed to like the study of her small, 
pale face. It puzzled him to decipher what he saw there. In truth he saw nothing..(p. 
443). Thus, in a few words, Chopin reveals Mrs. Sommers to be oppressed by the 
circumstances of her life as she wishes to escape it and also reminds her reader that men 
will never fathom women, even though women may move about in a man's world. 
The men in the story are also interesting. First, there is no mention of Mr. 
Sommers. The reader knows only that Mrs. Sommers was used to luxury before her 
marriage. Clearly, either Mrs. Sommers married beneath her socio-economic class, or 
Mr. Sommers died without making suitable provisions for Mrs. Sommers. In either case, 
one could argue that Mr. Sommers caused his wife's problems; however, that would be a 
facetious argument that would serve only to reinforce the notion of Mrs. Sommers's lack 
of autonomy, a theme Chopin explored in other works as well. 
There are only two men who actually appear in the story. The first is a young 
shoe clerk who upon seeing Mrs. Sommers, cannot "reconcile her shoes with her 
stockings," (p. 440). Chopin momentarily seems to shift her perspective from Mrs. 
Sommers to the "young fellow," long enough for the reader to learn that the clerk 
considers Mrs. Somers to be "fastidious,"(p. 440). Then, the reader realizes the clerk's 
attitude is because Mrs. Sommers tells him she wants "an excellent and stylish fit.. .and 
she [does] not mind the difference of a dollar or two more in the price so long as" she 
gets what she wants (Chopin, 1997, p. 440). Obviously, Mrs. Sommers is not being 
85 
difficult, only careful in her expenditure, and one has to wonder if a man who demanded 
a good fit would have been considered fastidious or smart. 
The only other man mentioned in the story is a man on the cable car at the end of 
the story. He is the keen-eyed man whose empty observation closes the story and 
reminds the reader that men had the freedom in Chopin's lifetime to move freely through 
society and the arrogance to study strange women trying to decipher their thoughts. It 
probably never occurred to these men that they were clueless in understanding women 
and women's lives, as Chopin makes it clear that for a man in a patriarchal society to 
understand women, he would have to be a "wizard" (p. 443). 
Emily 1 oth has argued that "A Pair of Silk Stockings" was written as a message 
to the affluent Vogue readers of how poor women lived and of their concerns and 
responsibilities (1990). While I recognize her argument as valid, I have to say that the 
story is also a message for today's women to recognize their own needs while they are 
interacting with others. Chopin, if she were living today in the era of the technological 
'supermom' who often is also a single parent (as Chopin was and as Mrs. Sommers may 
well be), might say, in reference to this story, "Mom, be good to yourself; you deserve 
it." 
Thus, I believe that if the teacher presents this story to readers within the context 
of women's rights and her place in American society of the 1890s—pre-suffrage that it 
will be a very enlightening expenence to both female and male readers. After all, its 
beneath-the-surface selfishness message is one of self-sustenance. It is also not only a 
reminder of how far women have come in society, but how far women have still to go 
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despite the watchful eyes of man, as represented in the story by the keen-eyed man on the 
cable car. 
Chopin's Women 
Kate Chopin created women who are aware of their place in the patriarchal world 
in which they exist. Louise Mallard recognizes her marriage as an oppressive state, and 
yet she does not hate her husband, who oppresses her in conjunction with society. On the 
other hand, there is no indication that Louise's sister Josephine has ever reflected upon 
the restraints placed upon her because of her gender. Like Louise Mallard, Mrs. 
Sommers has a perception of her place in a male-dominated society; hence, at the end of 
her story, she is left with guilt over having spent the money on herself, an unworthy 
woman. However, Mrs. Sommers seems to view motherhood as oppressive. All of 
Chopin's women indicate woman's status as a non-wage earner in a society that concerns 
itself with material possessions. Chopin's matter-of-fact tone seems to belie pathos 
inherent in the economic subjugation of women. The message seems to be that women 
must be able to pursue self-reliance without guilt in order to escape a debilitating 
dependence upon others. Furthermore, it is refreshing that Chopin sought economic self- 
reliance in her own life as well, rather than merely depending upon relatives for support 
after the death of her husband; in other words, she seemed to have lived what she sought 
for her characters. 
Willa Gather 
Biography 
Though she was bom in western Virginia in 1873, Willa Gather moved with her 
family to the frontier town of Red Cloud, Nebraska. The immigrant population of Red 
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Cloud was later to serve as a rich vein of material for her. As a very bright young girl, 
she made friends easily with the adults in her community, and although her high school 
anthologies may mention that her grandmothers educated her, the truth is that she learned 
a great deal from many adults in her life. From her alcoholic German piano teacher, Herr 
Schindelmeisser, she learned about art and music in Europe. From the English dry goods 
clerk, William Ducker, she learned about ancient literature such as the works of Virgil 
and Plato. She read from the private library of the Wieners, the Jewish couple who had 
both been educated in Europe and exposed her to French and German. She even went on 
medical rounds with the two local doctors (Acocella, 2000; Gerber, 1975). Indeed, she 
gained a rich cultural background in foreign languages, history, classical music and opera 
through her association with adults in the immigrant community (Gerber, 1975; Brown, 
1953). 
It has been argued that Gather had read about the tomboyish Jo in Louisa May 
Alcott's novel Little Women, and was determined to exercise her own freedom and she 
recognized that men had more freedom simply because they were men (Downs, 1999, p. 
70-2). As an example, during her adolescence Willa became frustrated with fixing her 
hair, and because her mother was ill after the birth of yet another Gather and could not 
help Willa with it (as was the apparent custom in the household), the ever-practical Willa 
went to a barber and demanded that it be cut off (Acocella, 2000, p. 9). She returned 
home with a crew cut. During that same period, Willa began to dress in a mannish 
fashion. She still wore skirts, a fact that is not often clarified, but chose to wear 
suspenders and masculine cut jackets, and she signed things as William Gather, M.D. 
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(Acocella, 2000, p. 9). Gather grew her hair out and dressed in a more feminine manner 
after a couple of years at the University of Nebraska. 
After graduation from the University of Nebraska, Willa Gather accepted a 
position with the Lincoln Courier in addition to her work with the Journal, which she had 
begun while at the university. She moved to Pittsburgh in 1896 to accept a post with the 
Home Monthly (Downs, 1999, p. 77; Gerber, 1975). In Pittsburgh, she worked in 
journalism and taught school. She also befriended Isabelle McClung, a wealthy arts 
patron and eventually moved into the McClung mansion where Isabelle encouraged 
Gather to write (Gerber, 1975, p. 39). Gather lived with the McClungs for five years, and 
she and Isabelle were to remain very close friends for the rest of their lives, even after 
Isabelle's marriage (Gerber, 1975, p. 39). Gather's masculine behavior coupled with her 
lifelong friendship with Isabelle McClung, has contributed to the argument that Gather 
was a lesbian. There is no evidence to substantiate this rumor, and furthermore, it is my 
opinion that her sexual preference seems to have had no overt effect on her work.8 
While in Pittsburgh, Gather came to the attention of publishing magnate S. S. 
McClure, who hired her to work on his magazine in New York and who was instrumental 
in helping Gather successfully publish The Troll Garden (Gerber, 1975). It was Gather's 
first collection of seven short stories, and was heavily influenced by Henry James in that 
most of the stories dealt with art and sacrifice in some way. McClure published "Paul's 
Case" and "The Sculptor's Funeral" for McClure's, and he placed "A Wagner Matinee" 
with Everybody's (Gerber, 1975, p. 47; Downs, 1999; Pitcher, 1991), a rival magazine. 
8 From my own study of Gather and the eighteenth century, I surmise that some female friendships attained a degree of intimacy that modem readers may describe as 
lesbian in nature; however, like Acocella (2000), I have found no evidence in my research that substantiates without doubt that Gather was a lesbian., or indeed that 
Gather was ever involved in any sexual relationship. 
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In 1908, Gather met one of her favorite authors, Sarah Ome Jewett, who 
encouraged her to write about her remembered past and gently cautioned her not to 
imitate other writers but to find her own voice. Jewett died in 1909, but Gather had taken 
her advice and encouragement to heart (Zabel, 1947; Gerber, 1975; Lindemann, 1999; 
Acocella, 2000). In 1912, Willa's first novel, Alexander's Bridge, was published, and in 
1913, Q Pioneers! firmly established Willa Gather in the American publishing market. 
My Antonia followed in 1918 (Gerber, 1975). 
In 1922, Gather's One of Ours, based upon her cousin G. P. Gather's death in 
World War I, won the Pulitzer Prize, a recognition that caused some degree of criticism 
of the prize committee and of Gather. For example, Ernest Hemingway said that the 
book was completely "inauthentic" and that he could identify the war passages from the 
film Birth of a Nation; he referred to Gather as a "poor woman" who "had to get her war 
passages from somewhere," (Acocella, 2000, p. 20). It seems that the great Hemingway 
felt professionally threatened by this female writer. 
While Willa Gather never defended feminist causes (Heilbrun, 1975), she did 
assert her right to move in the predominantly male world of art and to create within that 
artistic realm. Some of her characters were female characters that sought and achieved 
power; however, many times her female characters adopted family life and love in ways 
that Gather herself never did (Begley, 1993). Although Gather achieved in her personal 
life autonomy and success unmatched by her fictional female characters, she nevertheless 
created memorable female characters. Willa Gather, one of the great women writers in 
my opinion, died in 1947 (Acocella, 2000). 
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It is interesting to note that she has been represented in more of the American 
literature anthologies than any other female writer; thus, I feel that she perhaps warranted 
more attention than the other writers included in this study. Furthermore, I cannot help 
but wonder if perhaps her deliberate abandonment of very feminine fashions in favor of 
more male-cut and tailored fashions might in some way have eased her acceptance by the 
male critics of her time because she approached them on their terms, i.e., she became one 
of the boys to be accepted by the boys. However, I concede that this is simply an 
admirer's speculation. 
Discussion of - 'The Sculptor's Funeral" 
Willa Gather's short story "The Sculptor's Funeral", which was first published in 
The Troll Garden, was available to the students of Laurens County in their literature 
anthologies in the 1960s and early 1970s (American Literature, Houghton Mifflin, 1965, 
and Adventures in American Literature, Classic Edition, Harcourt Brace Jovanovich, 
1973). It was available again in 1980 in Harcourt Brace Jovanovich's Adventures in 
American Literature, Heritage Edition. My citations from the story "The Sculptor's 
Funeral" are from the 1965 anthology American Literature. 
The critic Emmy Stark Zitter (1993) has said that when Willa Gather wrote the 
seven stories, which comprise The Troll Garden, she believed serious art was the 
"province of men" (p. 3 / 7). Certainly, when one reads "The Sculptor's Funeral", one 
may arrive at the same conclusion, after all, the dead sculptor, so beloved in the world of 
culture is Harvey Merrick, and his pupil who accompanies the corpse back to Sand City, 
Kansas. Furthermore, Henry Steavens is also male. Nevertheless, my interest is not only 
in the point of view of the story, but also in the fact that the three females presented in the 
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story are typically restricted - "Patriarchal hierarchy constrained these women 
[nineteenth century pioneer women], kept them geographically and socially home, away 
from political and cultural affairs" (Rundstorm, 1995, p. 5 / 11). Certainly, "The 
Sculptor's Funeral" sheds some light on how constraints may negatively impact women. 
Plot Summary 
"The Sculptor's Funeral" is the story of what happens when a famous sculptor's 
body, upon his death, is returned to his family's home in Sand City, Kansas for burial. A 
group of male Sand City residents meets the train, which is transporting the body of 
Harvey Merrick accompanied by Henry Steavens, one of Merrick's Bostonian art 
students. 
Jim Laird, Harvey's lifelong friend, is among the Sand City residents meeting the 
train and realizes that although Harvey hated Sand City and its philistine state, he has 
returned to that scene of cultural deprivation in the finality of his death. Harvey Merrick, 
in death, has returned to the place that threatened to smother his artistic genius, and 
ironically, it is that artistic genius that has granted Merrick immortality. 
The prominent men of the community who are to sit up with the corpse join 
Henry Steavens and Jim Laird at the Merrick home. However, Laird sends Henry 
Steavens into the dining room with them while he remains alone with Harvey's corpse. 
After the family settles down for the night, the men in the dining room begin to gossip 
about the Merrick family and about Harvey in particular, laughing about Harvey 
Memck's "ladylike voice" and his feminine ways. They say that his father indulged him 
too much, and they laugh at the beatings his mother gave him. Finally, having heard 
them and consequently having grown increasingly angry as well as drunken, Jim Laird 
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joins them and acknowledges his pride in having attended school back East with Harvey, 
whom he considered a great man. In his speech to Henry Steavens, Jim inadvertently 
reveals Harvey's courage in leaving Sand City and his own cowardice in staying to die a 
spiritual death, having become a "damned shyster" and thus having turned to alcohol to 
deaden his spiritual pain (Gather, 1965, p. 614). 
Chastising the other members of the group, Laird argues that the townspeople 
hated Harvey Merrick because with his artist's soul, he saw through their hypocrisies to 
their spiritual corruption and avariciousness. Unfortunately, after his chastisement, Laird 
leaves the Merrick house, is unable to attend the funeral the next day, and later dies from 
a cold he caught "driving across the Colorado mountains to defend one of [Banker] 
Phelps's sons, who had got into trouble out there by cutting government timber," (p. 
615). 
Though Jim Laird and Henry Steavens dominate "The Sculptor's Funeral" with 
commentary on small town life and on art9, there are also female characters that shed 
light on Gather's view of women. Gather's women characters are discussed in greater 
detail in the following analysis. 
Analysis 
"The Sculptor's Funeral" contains little direct internal conflict, and aside from 
Jim Laird's chastisement of the townsmen, there is little direct external conflict either. 
Instead, the past conflicts between Harvey Merrick and his mother are repeated within the 
context of gossip. Downplayed conflict is characteristic of Gather's work (Stouck, 1975, 
p. 80). 
9 Just as I have wondered if Gather pursued manly fashions to gain acceptance in a man's world, 1 also have to wonder if she wrote about male characters more in 
order to be taken more seriously as a writer by male critics 
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Henry Steavens rides on the casket-laden wagon to the Merrick home because the 
Merrick family does not meet him at the train station. Instead, they await Steavens 
arrival at their home. As the casket is being unloaded there, a scream comes from the 
house and the door is "wrenched" open, and Annie Merrick, Harvey's mother, 
. . .a tall, corpulent woman rushed out bareheaded into the 
snow and flung herself upon the coffin, shrieking: "My 
boy, my boy! And this is how you've come home to me!" 
As Steavens turned away and closed his eyes with a 
shudder of unutterable repulsion, another woman, also tall, 
but flat and angular, dressed entirely in black, darted out of 
the house and caught Mrs. Merrick by the shoulders, crying 
sharply: "Come, come, Mother; you mustn't go on like 
this!" Her tone changed to one of obsequious solemnity as 
she turned to the banker: "The parlor is ready, Mr. Phelps" 
(Gather, 1965, p. 608). 
Annie, Harvey Merrick's mother, defies the physical description of the docile, 
subservient homebound woman that historians contend was the traditional image of 
women in mid-nineteenth century literature (Rundstorm, 1995; Dotterer and Bowers, 
1992). First, she does not appear to be a feminine woman (Gather, 1965, p. 608). She is 
also violently emotional. Her grief is raw, so much so that the art student Steavens is 
repulsed by her emotion and reality of pain. To Gather, reality is not something one 
escapes from, but rather into (Randall, 1960, p. 372-4), and art is the metaphorical 
passageway. While art is not, in and of it, equivalent to passion, it both reflects and 
inspires passion. It is appropriate that to Gather, the great artist is a sculptor - an artist 
who works with cool, unfeeling stone, because to Gather, art was above the emotion of 
reality (Acocella, 2000, p. 87). 
By providing the reader with Steavens's reaction to Annie Merrick's grief, Gather 
makes the grief touch the reader indirectly. Annie Merrick's house of grief sickens 
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Henry Steavens when he enters the large, unheated room where the coffin will rest. The 
room "smellfs] of dampness and disuse and furniture polish" and is lit by a "hanging 
lamp ornamented with jingling glass prisms and a 'Rogers group'10 of John Alden and 
Priscilla, wreathed with smilax" (Gather, 1965, p. 608). 
The image of the interior of the Merrick house is brilliantly, tackily Victorian - 
"the epitome of conventional bad taste" (Stouck, 1975, p. 82). Also, if Gather had to 
mention lover figurines, what better than to have lovers from the strict Pilgrim society? 
Of course, Longfellow had made John and Priscilla romantic icons11 in American 
literature. One does not have to worry about artistic nudity with Pilgrims. The figurines 
seem ambiguous. Either they are a joke on Gather's part, a poke at the Romantic 
Movement, or they may represent her serious indictment of the artistic knowledge of 
those not living in the metropolitan cultural centers. 
At the same time, Gather seems to be warning artistic people about snobbery in 
her depiction of Steavens, who seems to feel that the sculptures scream for the middle 
class and the masses, rather than the elitist world of art from which he would like for his 
brilliant master to have originated. 
Steavens is appalled that the family of the famously great sculptor has no artifact 
of Harvey Merrick's talent, nor any evidence of their appreciation of it. Joseph R. Urgo 
(1995) has pointed out that in Gather's literature homes are feminine and they represent 
the women dwellers. Homes reveal the values of the dwellers; hence, homemaking skills 
and home decor were tools that Gather used in characterization. Steavens realizes that 
the tacky decor he sees in the Merrick home reveals that the family lacks culture and an 
10 Figures by the American sculptor John Rogers, 1829-1904. 
11 See Henry Wadsworth Longfellow's romantic poem The Courtship of Miles Standish 
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appreciation for the talent of Harvey, a member of that family. The contradiction 
between Steavens's supposition and reality is his rupture. 
Nevertheless, Steavens's rupture is one that the reader can appreciate. Writing of 
the nineteenth century pioneer women, Beth Rundstrom said that women were 
responsible for the physical care, the social education, and moral education of the 
children, and because "homes were under feminine control, a woman could be known by 
observing her home; it represented her. In this way, a home was an extension of a 
woman," (1995, p. 4/11). Annie Memck is a philistine and Steavens, an ungracious 
guest, is made painfully aware of it upon entering her home. 
When Annie sobbingly asks to see her son's face, Steavens looks "fearfully, 
almost beseechingly into her face, red and swollen under its masses of strong, black, 
shiny hair," (Gather, 1965, p. 609). He drops his eyes incredulously at the strength and 
power in her face, which he sees as having "a kind of brutal handsomeness," (Gather, 
1965, p. 609). Nevertheless, he also notes that it is a face, 
Scarred and furrowed by violence, and so colored and 
coarsened by fiercer passions that grief seemed never to 
have laid a gentle finger there. The long nose was 
distended and knobbed at the end, and there were deep 
lines on either side of it; her heavy, black brows almost met 
across her forehead; her teeth were large and square and set 
far apart - teeth that could tear. She filled the room; the 
men were obliterated, seemed tossed about like twigs in an 
angry water, and even Steavens felt himself being drawn 
into the whirlpool. (Gather, 1965, p. 609) 
Annie Merrick is capable of violence, and it seems from her words "my boy," which she 
repeatedly uses, that Merrick's status and age have made no impression on her. 
Annie Merrick's actions belie her insensitivity to the others around her. She 
verbally abuses Roxy the maid. Her violent, dramatic outpouring of grief is shameful to 
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her husband, to whom she gives orders. He quivers timidly when talking to her, and 
looks at her "with a dull, frightened, appealing expression, as a spaniel looks at the 
whip," (p. 609). 
Her innate insensitivity is further illustrated by the lack of Harvey's sculptures in 
her home mentioned previously. Even her son's death is not exempt from her hypocrisy; 
her bereavement is a show for the townspeople. Jim Laird tells Steavens, "The old 
woman is a fury, there never was anybody like her for demonstrative piety and ingenious 
cruelty. She made Harvey's life a hell for him when he lived at home. . . " (Gather, 1965, 
p. 610). Henry Steavens then recalls that after a visit to Sand City, Harvey Merrick had 
brought back a 
. . .singularly feeling and suggestive bas-relief of a thin, 
faded old woman, sitting and sewing something pinned to 
her knee; while a full-lipped, full-blooded little urchin, his 
trousers held up by a single gallows, stood beside her, 
impatiently twitching her gown to call her attention to a 
butterfly he had caught. (Gather, 1965, p. 611) 
Henry Steavens had assumed the woman depicted was Merrick's mother, and when he 
had asked, Harvey Merrick had flushed in embarrassment; knowing that he had often 
been ignored by his mother. 
Later, Steavens confides to Jim Laird that Harvey had "disliked violent emotion" 
and that he had been "determined . . .to believe the best, but that he seemed afraid to 
investigate" other people's motives. Laird comments, "A burnt dog dreads the fire," 
implying that Harvey Merrick had been deeply hurt by those whom he had trusted, such 
as family members (p. 611). Indeed, it is obvious through his mother's treatment of Roxy 
and Mr. Merrick why Harvey Merrick had disliked violent emotion. 
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Harvey Merrick's sister is the second woman mentioned in the story. Unlike her 
mother, little is said about her. She is described as tall and rawboned. While Annie is 
dressed entirely in black, the reader is told that the sister is "in crepe, with a mourning 
comb in her hair, which curiously lengthened her long face" (Gather, 1965, p. 609). She 
sits "stiffly upon the sofa," obviously ill at ease in the Merrick parlor (p. 609). She has 
folded her hands, "conspicuous for their large knuckles," that signify she does hard 
physical work. She awaits "the opening of the coffin" with her "mouth and eyes drawn 
down solemnly" (p. 609). She has dutifully sought to comfort her mother. When her 
mother leaves the parlor, she follows her mother's example. 
However, Henry sees the mulatto family servant Roxy as a woman with a kindred 
soul. This is evident when he notes her "timid bearing and . . .emaciated face pitifully 
sad and gentle. She was weeping silently, the comer of her calico apron lifted to her 
eyes, occasionally suppressing a long, quivering sob," (p. 609). Steavens instinctively 
recognizes her kindness, and he walks over and stands beside her rather than near Harvey 
Merrick's kinswomen when the coffin is first placed in the room (p. 609). 
Like "A Wagner Matinee," this story contains complex contradictions that raise 
questions of the critical reader. Gather goes to great trouble to depict the father as frail, 
helpless, affectionate, and gentle as revealed when he brushes Harvey's hair, gently back 
from the forehead (p. 610). Indeed, the father is depicted as the weaker of the two 
parents. He is somewhat effeminate, as can be inferred about Harvey also; while the 
mother is described in what are traditionally masculine terms, such as brutal and strong. 
Harvey Merrick's death then becomes a paradox because Harvey had left to 
escape the insensitivity and the mass cultural death of Sand City, but his death - a final 
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desertion of the valueless world of Sand City - has returned him to where he began his 
life journey. Indeed, he has told Steavens to take him there for burial and that after he is 
judged by the townspeople there, he "shant have much to fear from the judgment of God" 
(Gather, 1965, p. 613). Though his art had allowed him to leave Sand City, Harvey 
Merrick did not escape the pain of his hometown; it had cut deeply into him and had 
become part of him. It was in his efforts to escape his pain that he found artistic 
inspiration. "There is no question in this story but that the escape provided by art is valid 
and meaningful; only art has the power of infusing the sordid experiences of life with 
something more noble and lasting" (Stouck, 1975, p. 177). 
Adolescents reading "The Sculptor's Funeral," will doubtless see the loneliness 
caused by devotion to art or to any particular passion. Another theme is that of 
acceptance. Because Harvey Memck was sensitive, artistic, and had a falsetto voice, he 
was a social outcast in Sand City; indeed, the story hints of homosexual and homophobic 
themes. Furthermore, fear of open discussion of homosexual and homophobic themes in 
the high school classroom may account for replacement of "The Sculptor's Funeral" by 
other Gather selections during the social upheaval of the late 1960s and early 1970s as 
rural parents, teachers, and board members sought to maintain social stability in view of 
vast social changes regarding racial and sexual issues12. It was one thing for Jane to read 
about abusive mothers, but quite another to see the son raised by such a mother be 
effeminate or homosexual, which to many people of that time period in rural Georgia 
were probably synonymous terms. 
12 While social changes do usually produce more liberal views, in rural areas, those changes are often later in arrival as the traditionally more conservative rural 
community struggles to maintain the status quo. 
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"The Sculptor's Funeral" delivers a negative over-nding message of womanhood. 
Women are not creators of art; they are actresses who use emotion to gamer attention and 
manipulate people. Their own outward manifestations of emotions are not to be trusted. 
If they have independence and a strong will, they become hellish emotional bullies. If 
they lack that strong will, they live life timidly. If they fall somewhere in the middle on 
that continuum, they are silent servants of the strong-willed, not even worthy of identity 
acknowledgment (note that the Merrick daughter's name is never given). Yes, the 
message for women in "The Sculptor's Funeral," according to the narrator, is a lesson of 
what not to be. Gather might as well have provided a large message board reading; 
"Girls beware. See what happens to you if you cut yourself off from art." Through that 
inversion, the message becomes positive because it is a warning of what not to be; 
indeed, it is positive in the same way that a picture of a skull on a household cleanser is a 
positive warning that its contents are poisonous. It is certainly positive that Gather found 
self-fulfillment in the art of her fiction, just as her character Harvey Merrick found 
fulfillment in his sculpting. However, in the case of "The Sculptor's Funeral," the 
messenger (Gather) provides a more positive image of womanhood than do her female 
characters in her message (the stories). 
Discussion of - "A Wagner Matinee" 
'"A Wagner Matinee,' like 'The Sculptor's Funeral,' holds a special place in the 
corpus of Willa Gather's short fiction because it brings together the world of the arts and 
the world of the pioneer" (Stouck, 1975, p. 179). It has been available to the students in 
the Laurens County School System since 1989 with the adoption of the Prentice Hall: 
The American Experience textbook. Although it has appeared in several textbooks that 
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will be discussed later in this chapter, for the purposes of clarity in the discussion of the 
story itself, citations will come from the Elements of Literature, Fifth Course, published 
by Holt Rinehart Winston (1997). 
"A Wagner Matinee" is written from the third-person limited point of view by 
focusing on Clark's thoughts and actions, it is actually the story of his Aunt Georgiana, 
who bears a striking resemblance to Gather's own Aunt Frances Gather (Downs, 1999, p. 
32). Georgiana, the talented pianist who sacrificed culture for love and a pioneer's life in 
Nebraska, is the story. 
Plot Summary 
"A Wagner Matinee" focuses on Aunt Georgiana as she is perceived by Clark, a 
cultured bachelor living in Boston. Fie has received a letter from his Uncle Floward 
Carpenter, informing him that Howard's wife, Georgiana, will be coming to Boston to 
attend the settling of the estate of a bachelor relative who has left her a small legacy. 
Clark meets her at the train station the next day and returns to his landlady with his 
travel-weary aunt. He remembers how important she had been to him in his youth and 
decides to take her to a matinee performance of a Wagnerian opera as a treat because he 
knows how much she has always loved music. 
At the opera, the music she had abandoned so many years earlier when she had 
eloped from Boston to Red Willow County, Nebraska, with Howard Carpenter, a younger 
Vermont farm boy, transfixes Aunt Georgiana. At the end of the performance, Georgiana 
sobs that she does not want to leave the opera. Clark seems to understand that his aunt 




Like many of Gather's short stories, "A Wagner Matinee" lacks dramatic conflict. 
Indeed, it is more of a character sketch, albeit a moving one. While Gather once wrote a 
critical review of Kate Chopin's novel The Awakening wherein she complained about 
"clamoring women" and encouraged Chopin to use her considerable writing talents in a 
"better cause" than writing about such women and their romantic concerns (Acocella, 
2000), Gather created in Aunt Georgiana, a complex woman who could be described as 
being punished for having chosen a family over art, a choice Gather may have seen as 
clamoring. 
Images that enrich the basic plot fill "A Wagner Matinee." For example, when 
Clark receives his uncle's letter, it is written with "pale ink" on "blue-lined note paper" 
and the envelope appears to have been carried for a while in a "pocket that was none too 
clean" (Gather, 1997, p. 540). Clark believes his Uncle Howard is responsible for the 
state of the envelope, and its dirtiness reinforces Clark's less than admiring opinion of 
Howard. 
Clark is irritated to discover that Howard "had characteristically delayed writing" 
the letter, "until had [Clark] been away from home for a day, [he] would have missed the 
good woman altogether" (Gather, 1997, p. 540). Obviously, Clark considers his uncle to 
be a procrastinator unworthy of much respect; however, Clark recalls Aunt Georgiana as 
a "good woman." Whenever Clark thinks of Georgiana, his mind "called up . . .her 
figure, at once pathetic and grotesque." Clark remembers how he had felt as a "gangling 
farmer-boy - [his] hands cracked and sore from comhusking," his thumbs raw, his hands 
and feet swollen from the extreme cold. He remembers that she sat beside him at her 
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parlor organ and sewed canvas mittens to protect the hands of the huskers while he 
[Clark] fumbled "the scales with his red hands," (p. 540). He remembers her nurturing 
behavior, i.e., maternal kindness and compassion (p. 540). 
However, Clark is no longer the farm boy living with relatives. He is a bachelor 
in Boston, and he is obviously concerned with what other people think. Image is 
important, and so he sets out to meet Aunt Georgiana the morning after receiving the 
letter, only after "preparing" his landlady (p. 540). When he arrives at the station, Aunt 
Georgiana is the "last of the passengers to alight" (p. 540), perhaps because she is polite 
enough to allow the others to get off the train first, or perhaps because she is nervous and 
uncertain of herself in the city of her youth. After all, she had left Boston thirty years 
earlier for her Nebraska homestead. She is now an alien in the cultural world she once 
called her own. 
When Aunt Georgiana arrives at Clark's home after having made her long journey 
in a "day coach" (p. 540), one can again infer the financial hardship of her life that had 
prevented her from purchasing a ticket that would have granted her sleeping car 
privileges on the train. She is exhausted, and Clark, by expressing his concern again over 
his landlady's reaction, reveals his own shock and his own proclivity to worry about the 
opinions of other people. 
However, Aunt Georgiana is quite a sight, as Clark reports on her woolen dress 
and appearance as her dress "rose in a sort of peak over her abdomen" because she "wore 
no stays" (corsets), (p. 542). She may have gotten the dress for this specific trip, for it is 
important to note; in thirty years, she has gone no further than fifty miles from her 
homestead, which is fifty miles from the nearest railroad, which one can infer is also 
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where the nearest town is located. Furthermore, Clark notes that Aunt Georgiana's false 
teeth do not fit her well and her skin has yellowed from "constant exposure to a pitiless 
wind and to the alkaline water which hardens the most transparent cuticle into a sort of 
flexible leather" (p. 542). Clearly, Georgiana's appearance in spite of his "reverential 
affection" for her embarrasses Clark (p. 542). He cannot, however, acknowledge that he 
is embarrassed by her appearance because that superficial snobbery would be impolite - 
something of which a young man of culture would never be guilty. Hence, Clark 
transfers his own judgments to his landlady, Mrs. Springer. 
Clark would be guilty of an injustice to his Aunt Georgiana if he were not 
attentive to her. After all, he remembers how she had cooked everyday for the growing 
family and the hired hand and served breakfast at six o'clock. She bore and raised six 
children, as well as being the cook, maid, laundress, nurse, and teacher; which made her 
contextually typical13 of the rural women of her time. He remembers that she gave him 
her old mythology book, the first he ever had. He imagines her still awake and working 
at midnight, ironing and mending. Amazingly, there is no mention of her ever 
complaining about the choice she had made. 
Clark also recalls how Aunt Georgiana had indulged her love of music, which was 
her art, on the prairie. She had been thrilled when Howard had finally been able to buy 
her a parlor organ after fifteen years of life on the prairie without an instrument. She had 
encouraged a German farm hand to join the church choir after hearing him sing "The 
Prize Song" in the bunkroom off her kitchen (p.544). Although she had been so far from 
13Within the context of the place and time where Georgiana lived, i.e., her context, she was fairly typical of pioneer women who homesteaded the West by sheer 
strength to persevere. See Rundstrom. 1995, for further discussion. 
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any quality music such as she had been trained to appreciate, Aunt Georgiana had not lost 
her love for music. Clark also remembers that she had listened to him struggle to play 
"from an old score of Euryanthe" (p. 542) in one of her old music books, and she had 
come up behind him and gently covered his eyes, drawing his head back to her shoulder. 
She had warned him tremulously, "Don't love it so well, Clark, or it may be taken from 
you. Oh! dear boy, pray that whatever your sacrifice may be, it be not that," (Gather, 
1997, p. 542). This is the only indication of any regret in the choice Georgiana made. 
As a Bostonian, Clark is disappointed in Aunt Georgiana's lack of interest in 
landmarks as he takes her on a tour of the changed city. Instead, she is worried about a 
weak calf back in Nebraska and whether or not a kit of mackerel in her Nebraska cellar 
will ruin. She is evidence of Rundstrom's argument that Gather's female pioneer 
characters "understand the strengths of the land and adapt to the prairie" (1995, p. 3 / 11). 
Aunt Georgiana knows that in order for her family to survive in their harsh environment, 
they must be thrifty with all of their resources. 
Gather's story contains contradictions, for example, it is interesting that Gather 
has made her travel character an elderly woman who travels on the train alone, an act of 
independence. However, Georgiana and Howard have made a concession to convention 
when her husband Howard arranged for her to have a male escort (Clark) while she is in 
Boston. It is also interesting that Clark has a land/ady, rather than a landlord. After all, a 
real estate owner would have power over the lives of his or her tenants as well as 
autonomy over the self. Not only is she polite, there is also an implication that Mrs. 
Springer is somewhat of a caretaker. 
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Gather has depicted Georgiana as a woman of culture. Clark reveals that Aunt 
Georgiana had been a "music teacher at the Boston Conservatory" (p. 542), signifying 
her cultural superiority. He also remembers that one summer vacation she had visited the 
Green Mountains in Vermont "where her ancestors had dwelt for generations" (Gather, 
1997, p. 542). There, she had met Howard Carpenter. "When she returned to her duties 
in Boston, Howard followed her, and the upshot of this inexplicable infatuation was that 
she eloped with him, eluding the reproaches of her family and the criticisms of her 
friends by going with him to the Nebraska frontier" (Gather, 1997, p. 542). To Clark, the 
emotions between Howard and Georgiana are not logical because they are two 
individuals with very different backgrounds and he does not understand the attraction. 
No doubt, these differences are the root of the "reproaches" and "criticisms" (p. 542). 
Obviously relatives or perhaps Howard and Georgiana themselves have told the story of 
their elopement to Clark. Not only has Aunt Georgiana been a "good woman" (p. 540), 
but she has also been a brave, strong, adventurous woman pioneering the West. 
However, Aunt Georgiana, whether she is Clark's biological aunt or merely his 
aunt by mamage, she is a kindred soul in her love of the arts. At a matinee performance 
of a Wagnerian opera, she is out of place among all of the brightly, fashionably dressed 
ladies, although Clark hopes that his aunt will not feel out of place. Again, it is 
interesting that the situation bothers Clark more than it apparently bothers Aunt 
Georgiana, who seems in awe of her surroundings and is busy taking in the atmosphere, 
but does not appear to be self-conscious. Instead, she regards the women as "so many 
daubs of tube paint on a palette," (Gather, 1997, p. 543). When she sees the musicians 
come out and take their places, she gives a stir of "anticipation and [looks] with 
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quickening interest" (p. 543) at the grouping of the instruments and chairs. Clark 
watches his aunt closely; worried that perhaps he should have gotten her on a train back 
to Red Willow County. 
At the opening number. Aunt Georgiana clutches Clark's sleeve, and he realizes 
the overture has broken a silence of thirty years for her. At its closure, she releases his 
sleeve, and she sits "staring at the orchestra through a dullness of thirty years, through the 
films made little by little by each of the three hundred and sixty-five days in every one of 
them," (p. 544). 
During the concert, Clark notices that Aunt Georgiana seems to be sleeping. This 
is ironic because of Clark's earlier reference to getting her back to her farm without 
waking her as a protective measure. However, Aunt Georgiana is not sleeping during the 
concert. She weeps quietly though for what she has lost, and her pianist's hands that the 
hard prairie life has "stretched and twisted into mere tentacles" (p. 544), recalls the music 
and she plays the music silently in her lap. As the concert ends, Clark realizes that she 
has wept continuously. Then she tells him, "I don't want to go, Clark, I don't want to 
go!" (p. 545), and Clark suddenly understands how much more difficult it is for an artist 
to forsake art the second time than it is to do so the first time. 
Aunt Georgiana had chosen love over art, and for years she had only the hope of 
art. Now, she knows what awaits her on the harsh prairie, and she knows the pain of 
denying her artistic expression, whereas the bride Georgiana had eloped into the 
unknown. Truly, Gather saw art as "both an escape and a regenerative force in human 
affair" (Urgo, 1995, p. 33). 
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Georgiana teaches all women that they can be gifted, talented, and artistic. She 
shows that a woman can have art and love, but her example cautions one that perhaps one 
cannot have it all at once. Her example also teaches the reader that inner strength can be 
found to face life's challenges, and that women are flexible. Gather's fiction "suggests 
repeatedly that the most precious traditions will eventually be destroyed by heedless 
violence or equally heedless 'progress'" (Seaton, 1998, p. 6 / 6). The female character of 
Georgiana asks the reader to consider the true nature of progress, the goodness of 
strength in the face of adversity, and the power of love and art in the quest for survival. 
"The Sculptor's Funeral," though rich in small town irony might appeal to rural 
students who have wished to escape their hometowns. It may also appeal to those rural 
teenagers who are culturally wise enough to notice the sexual undertones of the story 
while lacking the maturity to cope with the homosexual themes present in the story in a 
senous manner. By choosing to anthologize "A Wagner Matinee," which teenagers will 
read as a story of sacrifice for love and for art rather, publishers have chosen to avoid the 
homosexual themes more prevalent in "The Sculptor's Funeral." 
Gather's Women 
Willa Gather has provided adolescent readers with two contradictory messages via 
her female characterizations. First, in "The Sculptor's Funeral" the message is that 
women are not artists, nor do they appreciate art, but are brutal philistines. However, in 
"A W'agner Matinee" the message is softened somewhat. Women may be artists, but they 
cannot be artists and wives and mothers all at the same time. Ultimately then the 
message, especially when one considers Gather's life, is that women must make choices 
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in their lives, and that sometimes their choices are actually necessitated by the patriarchy 
in which they live. 
Katherine Anne Porter 
Biography 
Katherine Anne Porter was bom as Callie Russell Porter on May 15, 1890. 
However, when she was two-years-old her mother died, and her paternal grandmother, 
Catherine Anne Porter, raised her until the grandmother's death in 1901. She adopted her 
grandmother's name in early adulthood, changing only one letter. Porter was educated 
with her older sister Gay at the Thomas School in San Antonio. It was a non-sectarian 
Christian girls' school. Porter would later teach at colleges and universities although she 
never had any formal higher education. However, she read extensively about many 
different topics, and often annotated her books (Eble, 1988). 
Porter enjoyed writing poems and short stories from her childhood through her 
first marriage. Indeed, during the long work-related absences of her first husband. Porter 
composed her first published poem. After obtaining her first divorce in 1915, Porter 
discovered she had tuberculosis. In a sanitarium, she met Kitty Crawford who was 
instrumental in helping Porter get a job with the Fort Worth Critic; it was Porter's first 
journalism job, but was followed by many more, including one in Mexico as an editor 
(Eble, 1988). 
In Mexico, Porter developed an interest in writing fiction, and in 1922, her first 
story "Maria Conception" was published in Century, a prestigious literary magazine. In 
1930, a collection of six stories entitled Flowering Judas was published. The collection 
was praised; consequently, Porter published an extended edition in 1935 entitled 
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Flowering Judas and Other Stories. Other major collections followed including Noon 
Wine (1937); Pale Horse, Pale Rider (1939); No Safe Harbor (1941); and The Leaning 
Tower and Other Stories (1944). Porter's only novel, Ship of Fools was published in 
1962. In 1965, her Collected Stories was published, and it earned her both the Pulitzer 
Prize and the National Book Award in 1966. Afterwards, she accepted several honorary 
degrees, including one from the University of Maryland (Eble, 1988). 
During her lifetime, Porter had enjoyed literary success and the respect and 
admiration of other writers. She shared friendships with Willa Gather and Eudora Welty, 
as well as with Flannery O'Connor. Robert Perm Warren once said that she had perfected 
the short story (Warren, 1979). Porter, though married and divorced several times, never 
had children, and so a nephew was appointed her legal guardian after several debilitating 
strokes in 1977. Porter died Sept. 18, 1980 (Eble, 1988). 
Renowned literary critic Kenneth Eble has written that Porter's "life was troubled, 
but her fiction imposes order on the chaos of the universe," (Eble, 1988, p. 13). 
Furthermore, he has said, "The fragments she completed were rare achievements by a 
writer who overcame poverty, lack of formal education, poor health, and a Texas and 
southern society that actively discouraged her artistic aspirations" (p. 13). Truly, 
Kathenne Anne Porter possessed many artistic aspirations and talents. 
Discussion of - "The Jilting of Granny Weatherall" 
In an age when the disease Alzheimer's strikes terror in the hearts of many, a 
story that demonstrates the stream-of-consciousness narrative technique such as "The 
Jilting of Granny Weatherall" seems especially relevant. As the story of the impending 
death of an octogenarian, a "Granny," the story is also relevant to everyone, because 
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everyone has a Granny whether she is real or an idealized mental image. Furthermore, 
students in rural Laurens County can appreciate the concept of a rural family dealing with 
the looming matriarchal death because they themselves are around such rural families 
that have farmed for generations. 
Plot Summary 
"The Jilting of Granny Weatherall" begins as Dr. Harry is examining Granny 
Ellen Weatherall, a feisty elderly lady who resents the professional sense of self- 
importance that her younger doctor is displaying. She also resents the way her daughter 
Cornelia, with whom she is living, pesters her and the way Cornelia and others talk about 
her in front of her as if she were invisible. Granny maintains that she has taken to her bed 
only to hush Cornelia. 
Reality blends with fancy and memory melts into the present, as Granny 
remembers her past love for George and her pain when he jilted her sixty years earlier. 
She imagines telling Cornelia to find George and tell him, for her, that she forgot all 
about him. She recalls that John, whom she married, had been present at the wedding 
that did not take place and had threatened to kill George for her. She remembers the pain 
of childbirth and the joy of children who looked to her for the answers to life's problems. 
She reminisces about raising the children and tending the farm after her husband's early 
death. She recalls how she was prepared to die when she was sixty, and she is angry that 
her dying has now caught her unprepared. 
As she deals with her memories and her delusions of her dead child Hapsy, 
Granny is also surrounded by facts that remind the reader that there is another perspective 
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in the story rather than only Granny's. Indeed, the reader notes the gathering together of 
Granny's children and realizes this indicates that Granny's condition is worsening. 
As Granny's health rapidly declines, the fact that she was jilted is juxtaposed with 
her idea that somehow she has an agreement with God that she will be saved. She recalls 
that she has "her secret comfortable understanding with a few favorite saints who cleared 
a straight road to God for her" (Porter, 1997, p. 709). At the end of the story, Granny's 
family is around her and she blows "out the light" and dies (p. 711). 
Analysis 
Recalling that there had been no telltale sign of her impending jilting sixty-years 
earlier. Granny is in denial of her own death because again there has been no sign. In her 
mind, George, the first bridegroom, is juxtaposed with Jesus Christ, her third bridegroom. 
Then, for "the second time there was no sign. Again no bridegroom and the priest in the 
house" (Porter, 1997, p. 711) indicates clearly that Granny is jilted by the Bridegroom, 
Christ, as she dies—an angry old woman who had not been prepared to die, but who was 
surrounded by her family at her death. When one considers Porter's religious education, 
one more easily understands why religious symbolism seems relevant to her work, 
especially this story about death. 
However, even though this story is primarily about death, it also has some 
important things to say about Granny Ellen Weatherall, the woman. Some say Ellen 
represents her creator Porter. For example, critic William L. Nance (1964) has written 
that "The Jilting of Granny Weatherall" depicts the death of Porter's "semi- 
autobiographical protagonist" (Nance, 1964, p. 5). He has also noted that its setting, "the 
matriarchal South of the Old Order" is the South that Porter had called home during her 
112 
growing up years (p. 12). Clearly, Ellen Weatherall is based upon Porter's own 
Grandmother Porter. Certainly, she is portrayed as a determined old lady with "gentle 
humor" who has "the author's genuine respect and sympathy"; however, Porter never 
becomes overly sentimental regarding Ellen Weatherall (Nance, 1964, p. 42). According 
to Nance, Ellen Weatherall is not characteristic of Porter's central-rejections theme; 
however, I disagree. George, who represented love to her, rejected Ellen Weatherall on 
her wedding day. Then, she in-tum rejected softness and happiness. 
In explaining the hardness of Granny's character, Nance has said that Granny had 
a "puritanical fear of sex instilled into her by her religious and moral tradition," and that 
"this fear was an impediment to satisfying spiritual intimacy with" her husband John, 
who had been present at Ellen's jilting. Furthermore, Nance has argued that the lack of 
intimacy "gave the men many faults which led women to scorn them" and that Granny's 
"first apparent love" was "simply a romantic dream, never in any danger of becoming 
real" (Nance, 1964, pp. 42-3). Thus, the jilting proved a perfect escape from marriage for 
Ellen and an ideal excuse to hate men. Indeed, Nance argued that the whole point of the 
story was Ellen Weatherall's lifelong sense of loss, which he has said was nourished by 
her rejection of men. Frankly, Nance's idea that Granny feels lost because she has 
rejected men is unrealistic. After all, does one feel lost when one has a wart removed 
from one's body? Rather, I believe that Ellen's lifelong sense of loss originates in her 
own abandonment by George. She lost the life she had planned. 
To Nance, the strength of the story is Porter's "vibrant poetic texture and the 
dream-like interweaving of present and past which cause the story to radiate some of the 
mystery of life and death, and of death in life," (Nance, 1964, p. 42). Granny's mind 
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wanders from memory-to-memory along the highway of association. For example, when 
her pain as she is dying becomes great, she recalls childbirth in a dream-like sequence. 
When she is given a hypodermic shot, she feels the sting and complains of ants in the bed 
(Porter, 1997, p. 708). When Father Connolly administers the Last Rites, Granny 
confuses the ritual with romantic flirting, thinking that she is saying, "My God, will you 
stop that nonsense? I'm a married woman," (Porter, 1997, p. 710). Hardy (1973) has 
also cited associative parallels that unite past and present in the story through symbolism. 
Symbolism present in the story is also worth noting, including symbolism related 
to Granny's vision of Hapsy. As she remembers her daughter Hapsy, who apparently 
died in childbirth or because of childbirth related complications. Granny notes that Hapsy 
was the child she had really wanted of the five that she bore. She envisions Hapsy, 
whose name may have been derived from the word happiness (Hardy, 1973, p. 93), as 
"standing with a baby on her arm," (Porter, 1997, p. 708). She becomes more confused 
and feels that she has become one with Hapsy and the baby, who is referred to as male. 
Clearly, this reference alludes to her Roman Catholic beliefs wherein the male baby 
would represent the Christ child (Hardy, 1973, p. 94), and Hapsy/herself would represent 
the Madonna. This confused vision of three-in-one also suggests the Trinity. Granny's 
impending death, then, is an allusion to mankind's journey into the hereafter (Hardy, 
1973). 
Nevertheless, Hardy (1973) has suggested that Porter's heroines always 
emasculate the male characters, and that as a strong woman Granny is typical of Porter's 
women who are capable of emasculating men. Jane Krause DeMouy extended Hardy's 
premise by arguing that Porter's primary subject was "the divided nature of female lives" 
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(1983, p. 45). She made four points about the female lives represented in "The Jilting of 
Granny Weatherall." Those points are as follows: (A.) The story has a decidedly 
matriarchal focus; (B.) The story examines "relationships between birth and death, 
womanhood and motherhood, order and chaos," (1983, p. 45); (C.) The story reveals 
psychic intimacy of the author to the protagonist; and (D.) In the story, "time is eclipsed 
by the use of memory and dream so that, as in the mind, all experiences exist in one vast 
present," (1983, p. 45). 
DeMouy has also pointed out irony in Ellen Weatherall's name. When she was 
young, Granny was simply "Ellen" in the story. Only through marriage does Ellen obtain 
a surname—as if women need a husband to give them a complete identity. After her 
marriage to John when she became Mrs. Weatherall, the implication is clearly that she 
has "weathered" the storms of life that she has experienced. However, DeMouy pointed 
out that she really did not weather those experiences because instead she had repressed 
her pain; hence, she has never forgotten George because she has never been able to truly 
weather that experience of having been jilted (DeMouy, 1983, p. 45). Finally, of course, 
the reader has to realize that the "something not given back is [Granny's] elemental faith 
that 'God's in His Heaven, all's right with the world" (DeMouy, 1983, p. 49). 
Of course, for Granny Weatherall, the jilting is another associative parallel. She 
remembers George jilting her and that memory becomes meshed with her fear that 
Christ—the Bridegroom of the New Testament's Ten Virgins—will also jilt her (Eble, 
1988, p. 65). Critic Kenneth Eble (1988) has also argued that Granny's death is also a 
fictionalized version of what Porter imagined her own death could resemble. I maintain 
that Granny Weatherall sees important events in her life as parallel to other events or to 
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biblical allusions to which she associates those events, a practice not uncommon among 
people in a religious community. 
"The Jilting of Granny Weatherall" is primarily used in the American literature 
course as a tool to teach the concept of stream-of-consciousness narrative technique. 
Obviously, the character of Granny is the key to the story. At first, she seems to be a 
bitter old woman. Then, the reader recognizes her strength in the face of adversity and 
her triumph over many of the obstacles she has faced in life. Finally, one must see her 
human frailties as she faces her death hoping her understanding with God and a few 
saints will guarantee her salvation. To women, her example may be that women can 
triumph over tragedy and hardship and that the cliche that a woman's work is never done 
is also true when a woman faces death. Unfortunately, Ellen Weatherall also tells women 
that life is a never-ending grind with little happiness, and that children are to be raised, 
criticized (note her treatment of Cornelia) and not appreciated. As a maternal feminist, I 
find Granny's treatment of her daughter Cornelia disturbing, as is her obvious preference 
for the dead Hapsy. However, a teacher should be able and willing to point out the 
lessons that can be learned from negative examples as well as those that are obviously 
available from positive perspectives. 
Porter's Women 
It is difficult to determine what Katherine Anne Porter's message to adolescent 
females is through this one story. Certainly this writer was admired by other women 
writers and by critics alike; however, only "The Jilting of Granny Weatherall" represents 
Porter to the high school audience via their American literature anthology, and it provides 
a few messages. First, women must be proud and determined. Secondly, age has 
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privilege for women. Thirdly, some women will always be at the mercy of men and other 
women must help them (i.e., Granny's desire to leave provisions for Lydia because she 
has no confidence in Lydia's husband's abilities). Finally though, the message that 
seems to overshadow the others in this story is that there is both joy and sorrow in 
motherhood, and that family is extremely important. Hence, Porter seemed to say that 
women may make difficult choices, and sometimes, their choices are not really chosen 
but rather necessitated, but that in the end, it is the relationships human beings forge in 
their lives that will matter most as they prepare to die. Finally, women are not saints 
because they are mothers, but they are just as capable of working as men are. Thus, 
Porter provides a positive message for females even though her messenger, Granny Ellen 
Weatherall, is not always positive. 
Eudora Welty 
Willa Gather and Katherine Anne Porter both influenced fellow southerner 
Eudora Welty (Blackall, 1999). However, instead of writing about the sweeping prairie 
lands and survival of the individual artist in harsh conditions of geography like Gather or 
experimenting with stream-of-consciousness amid religious symbolism as did Porter, 
Welty primarily concentrated on characters embroiled in cultural conflicts within closely- 
knit Southern communities populated by extended families of multiple generations. 
Biography 
Eudora Welty was bom at home in 1909, in Jackson, Mississippi, the eldest of 
three living children, and the only girl (Welty, 1984). Welty grew up in the Deep South 
she has written so much about, and in her ninety-two years, she did witness the extended 
familial ties so important there. 
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Welty was also brought up to be very close to her family, and in later years said 
her natural shyness made her approach things slowly which gave her the advantage of 
"noting and guessing, apprehending, hoping, drawing ... eventual conclusions," which 
was certainly good training for the future writer (Welty, 1984, p. 22). From her father 
she learned great faith in progress, and from her mother she learned that "emotions do not 
grow old" (p. 52). From her reading and playing with her two younger brothers, Edgar 
and Walter, she learned to exercise her imagination (p. 52). 
Welty's own parents placed the education of their children foremost in their lives. 
They planned their family budget in order to afford books, whose purchase was seen as 
an investment in the children's education. The family discussed the events of the day. 
Welty's father, Christian, was not particularly interested in the past, but he was a great 
optimist about the future, and he encouraged his whole family always to look forward to 
the future. 
In her memoirs, Welty has said the family attended the Methodist Episcopal 
Church South Sunday School, but did not necessarily attend church regularly, though 
they did admire the language of the King James edition of the Holy Bible. Indeed, Welty 
learned to use the Bible concordance at a young age from her mother who studied the 
Bible on her own. Welty once said she that she did not feel that organized religion 
entirely supported "the reverence" she felt for the "holiness of life," and she saw the 
"presence of holiness and mystery" in many different places and things during her travels 
(Welty, 1984, p. 33). 
After graduation from high school, Welty attended the Mississippi State College 
for Women at the insistence of her parents. They felt that during her first two years she 
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did not need to be too far from home, and they wanted to ease her into college life. Her 
father decided that after two years she could transfer to the University of Wisconsin, 
which his reading had convinced him was the strongest liberal arts school that Eudora 
could attend. She later said that her railroad trips home, with long layovers in Chicago, 
afforded her wonderful opportunities to go to museums and art shows and to watch 
people, thus inspiring her later fiction work. She graduated from the University of 
Wisconsin in 1929 (Welty, 1984, p. 82). 
Although Eudora wanted to be a fiction writer, her father convinced her to enroll 
at Columbia University School of Business in New York in order to have something to 
fall back on in case her writing plans did not materialize. Because she did not want to 
teach school, she agreed to enroll in graduate school because she wanted to live in New 
York. However, she returned to Jackson in 1931, after she was unable to find steady 
work in New York following her year in graduate school (Welty, 1984). 
In Jackson, the state capital of Mississippi, Welty was able to get a job as a junior 
publicist for a state agency. For several years, she traveled all over Mississippi taking 
pictures and interviewing people. The resulting picture of rural Mississippi inspired 
much of Welty's fiction (Welty, 1984). 
In 1936, her first short story, "Death of a Traveling Salesman" was published in a 
small magazine called Manuscript in June of 1936 (Vande Kieft, 1987, p. 6). In that 
story she touched upon her real subject: human relationships, and then continued to write 
short fiction about that same subject. 
In 1941, her first collection of short stories The Curtain of Green, and Other 
Stories was published. Her reputation was "emerging briskly in the early 1940s on the 
119 
strength of reviews of A Curtain of Green and prizes for her short stories" (Kreyling, 
1999, p. 37). That first collection was followed by The Wide Net, and Other Stories 
(1941), The Golden Apples (1947), and The Bride of Innisfallen and Other Stories 
(1949), and novels. 
In her long career, Eudora Welty has been honored numerous times. Her short 
stories "Lilly Daw and the Three Ladies," "A Curtain of Green," and "The Hitch-Hikers" 
were all chosen for inclusion in The Best Short Stories series for the years 1938, 1939, 
and 1943, respectively. In 1942, she won a Guggenheim Fellowship for writing fiction. 
In 1943, her short story "Livvie" won the first place prize for the O. Henry Awards, a 
competition for which she won an honorable mention in 1946, and won second place in 
1951. In 1954, her novel The Ponder Heart was chosen as a Book-of-the-Month Club 
selection, and it was later adapted as a Broadway play in 1956. She won a Ford 
Foundation grant in 1960, which allowed her to study theatre in New York for two 
seasons. In 1962, it was her honor to present the National Institute of Arts and Letters' 
Gold Medal for Fiction to William Faulkner. In 1968, she won first place in the O. Henry 
Awards competition with "The Demonstrators." Her novel Losing Battles, which was 
dedicated to her two brothers who had died, when it was published in 1970, was 
nominated for the 1971 National Book Award. Her novel The Optimist's Daughter, 
published in 1972, won her the Pulitzer Prize. That same year she was awarded the Gold 
Medal for Fiction by the National Institute of Arts and Letters; presented by her friend 
Katherine Anne Porter (Kreyling, 1999; Bloom, 1986). 
In 1973, Eudora Welty was honored by the celebration of May 2 as Eudora Welty 
Day in Mississippi. She won the National Medal for Literature in 1979, and in 1980, The 
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Collected Stories of Eudora Welty won the American Library Association Notable Book 
and the American Book awards. She was also awarded the Medal of Freedom by 
President Jimmy Cater in June of 1980. Four years later her memoir One Writer's 
Beginnings was published and subsequently won the American Book and National Book 
Critics Circle Award. In 1987, Welty was made "Chevalier de I'Ordre des Arts et 
Lettres (France)," and then in 1996 she was inducted into the French Legion d'honneur in 
a ceremony that was held in the Old Capitol Building in Jackson Mississippi for the 
convenience of the eighty-seven year old writer (Kreyling, 1999; Bloom, 1986). 
Attesting to the lasting popularity of Welty's work, Michael Kreyling has stated 
that "Welty's work has appeared in virtually every anthology of fiction and American 
literature published since" 1943 (Kreyling, 1999, p. 7). Whether they see Welty as a 
Southern gothic writer, a psychological symbolist, or a modernist, readers and critics 
agree that Welty's voice is worthy of being heard. Eudora Welty died July 23, 2001, 
from pneumonia at Baptist Hospital in Jackson, Mississippi (Dublin Courier Herald, July 
24, 2001, p. 2A). 
Discussion of "A Visit of Charity" 
Often girls get the idea from society that to be female is to be nurturing and 
compassionate. Thus, it falls to females to care for the sick. Like Joan of Arc, Southern 
females are stereotypically self-sacrificing; however, the surface is not always indicative 
of the reality as Eudora Welty explores in her short story "A Visit of Charity." In the 
following discussion of that short story, pages cited are Adventures in American 
Literature, published by Harcourt, Brace Jovanovich in 1968. 
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Plot Summary 
On a very cold, bright day, Marian, a fourteen year old Campfire Girl visits the 
Old Ladies' Home and takes with her a potted plant. Her goal is to get points toward her 
good deed badge. Because she has no previous connection to any of the residents of the 
Home, a somewhat masculine nurse escorts Marian to a room, where she leaves her at the 
mercy of two old ladies. Marian is so overwhelmed by the talkative one and her bitter 
roommate Addie, that she is unable even to remember her name. 
The talkative lady takes the plant, and then she ask Marian three questions, 
obviously trying to initiate a conversation. However, Addie, in her bed, inteijects 
bitterness into each opening and ends the interview by yelling that the talkative woman is 
driving her crazy. The talkative woman explains that Addie is in a bad mood because it 
is Addie's birthday. Addie denies this and screams that she "won't teH"(Cather, 1968, p. 
518) how old she is when Marian asks; then, she cries. Marian is so shocked that she 
jumps up and leaves as the talkative woman is begging her for a penny. She passes by 
the nurse and exits the building, stopping only to retrieve a red apple she had hidden in 
the bushes. Marian bites the apple then boards the bus. 
Analysis 
Eudora Welty presents a bleakly depressing message in "A Visit of Charity." 
Girls are silly. Women are not compassionate. Old ladies can be cruel. At the end of 
your life, you will end up with nothing to show for it except loneliness, dirtiness, 
bitterness, and the horrible emptiness of nothingness, knowing that you will matter to no 
one. There is no redeeming quality of womanhood in this story. The story reeks of 
hypocrisy, shallow greed and petty cruelty. 
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The four women in "A Visit of Charity" seem to represent four stages of 
womanhood. Marian, the Campfire Girl, is the active youth, engaged in learning to be a 
woman. She is energetically involved in being trained by the Campfire Girls to be 
compassionate and that is why she visits the Old Ladies' Home. She even takes a plant, a 
gift and symbol of her growth, and thinks of it as a shield, when the talkative lady takes it 
from her. 
The second woman in the story is the nurse. She is the independent, adult 
woman. She decides whom Marian will visit in response to the noise coming from inside 
the room. She deals with the crisis of the noise. Marian probably never realizes that the 
nurse is actually using her to meet the perceived needs of the two old women for 
attention, more than she is helping Marian to achieve her point goal as a Campfire Girl. 
The nurse, who is described as masculine, reads Field & Stream, a traditionally male 
magazine at her desk, probably to signify she is a masculine woman, perhaps suggesting 
that keeping the old ladies in line requires masculinity. However, she is the only female 
character that seems to have control of her own actions for she is not trying to collect 
points because of an organization, nor is she a resident. 
The third woman in the story is the talkative, maternal one. Welty describes her 
grasping hands as "quick as a bird claw" (Welty, 1973, p. 601), and later as having "sharp 
little fingers" that clutch Marian from behind (p. 603). She tries to initiate conversations 
with Marian in a superficially maternal way, asking Marian, "Did you come to be our 
little girl for a while?" (p. 601). She then remembers a visit from another Campfire Girl 
the previous month and she tries to reassure Marian that she and her roommate, Addie, 
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enjoyed the visit. She appears eager to please Marian, but later she deliberately upsets 
Addie, begs for coins from Marian, and tries to keep her from leaving the room. 
The third woman is mobile but not independent, and her voice becomes 
"menacing" (p. 602). She is also secretive and whispers to Marian that Addie is mad 
because it is Addie's birthday. The implication is that either no one has remembered 
Addie or that Addie is angry that she is still alive (in that place, under those 
circumstances). She sets Addie up as the hateful one in a competition between herself 
and Addie, and she tells Marian that Addie is only "contrary" when the girls come to visit 
(p. 602). 
The fourth woman is Addie, who is sick and confined to her bed, probably a 
terminal patient. She has a "small and sorrowful [mouth], like a pet's" (p. 601). She 
disagrees with her talkative roommate at every opportunity. She claims to be "no more 
sick than" the talkative woman and much more sensible (p. 602). It is she who warns 
Marian about germs, after Marian has noticed the surroundings are not clean and that 
everything seems wet (p.601). 
Near the end of the story, when Addie can no longer stand the misery of the 
ceaseless conversation from the talkative woman, she bitterly announces her despair at 
her situation by projecting her negativism onto the talkative woman. She hushes her and 
then proceeds, 
You never went to school. You never came and you never 
went. You never were anything—only here. You never 
were bom! You don't know anything. Your head is 
empty, your heart and hands and your old black purse are 
all empty, even that little old box that you brought with 
you, you brought empty—you showed it to me. And yet 
you talk, talk, talk, talk, talk, all the time until I think I'm 
losing my mind! Who are you? You're a stranger—a 
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perfect stranger! Don't you know you're a stranger? Is it 
possible that they have actually done a thing like this to 
anyone-sent them in a stranger to talk, and rock, and tell 
away her whole long rigmarole? Do they seriously suppose 
that I'll be able to keep it up, day in, day out, night in, night 
out, living in the same room with a terrible old woman- 
forever? (p. 602-3) 
Unlike Marian who can rush out of the room and flee the building and board a bus 
to a better place, unlike the nurse who will end her shift, and unlike the talkative woman 
who can walk into the hall if not out of the building, Addie must wait in the bed, at the 
mercy of her present world, regardless of the sacrifices, trials, and joys of her life 
preceding the Old Ladies' Home. Addie is the immobile, dependent woman waiting in 
her misery for death. 
Discussion of "A Worn Path" 
In the traditional extended family structure, the grandmother holds a special place. 
Her grandchildren see her as the ultimate authority because she raised their parents. In 
the black culture, the grandmother often took responsibility for her grandchildren so that 
her children were free to work. This tradition is traced back to Africa as evident in The 
Interesting Narrative of the Life of Olaudah Equiano, the autobiography of a black man 
who was kidnapped from his father's home in Africa by other Africans and sold several 
times until he ended up in Pennsylvania in the mid-eighteenth century, where he was 
finally able to purchase his own freedom after a decade of slavery (Equiano, "from The 
Interesting Narrative of the Life of Olaudah Equiano" reprinted in Elements of Literature, 
1997, pp. 56-65). In "A Worn Path," Eudora Welty traces that maternal devotion amid 
the cultural and racial problems of Mississippi during the time of racial segregation. 
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Plot Summary 
Late in the Depression era of the 1930s, Phoenix Jackson, an elderly black woman 
living in rural Mississippi walks to Natchez to get some medicine for her grandson. It is 
a cold December morning, but Phoenix is determined to make her trip on the familiar 
"Worn Path". On her way to Natchez, Phoenix faces natural obstacles besides the cold. 
At one point on her journey, she must cross a creek by walking across a log, and then 
must crawl beneath a barbed-wire fence. 
After imagining she sees a ghost, which she then realizes is a scarecrow, Phoenix 
continues her journey through a swampy area and to the road. Then a hunting dog 
knocks her down and its owner, a white man, helps her up and inquires about broken 
bones. He then tells her it is too cold for her to be out and admonishes her to go home. 
However, she sees a nickel fall from his pocket, distracts him, and picks the nickel up. 
Interestingly enough, he tells her to "stay home, and nothing will happen to" her (Welty, 
1997, p. 637), but she continues on her way. 
In Natchez, which is bustling with holiday shoppers, Phoenix approaches a young 
black woman to tie her shoes for her. Then she walks to the doctor's office. There the 
attendant treats her with condescension when she is temporarily unable to remember why 
she is there. Indeed, the receptionist is a rude white woman who assumes that Phoenix is 
a charity case before Phoenix even speaks to her. However, after the nurse tells the 
attendant that Phoenix comes periodically to get the medicine for her grandchild who 
swallowed lye a few years earlier, the attendant gives Phoenix five cents. With her ten 
cents that she has obtained on her journey, Phoenix plans to buy her grandson a little 
paper windmill for Christmas, and the story ends with the beginning of her return trip. 
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Analysis 
Students always ask two things about "A Worn Path." First, they want to know 
how Phoenix Jackson's grandson has managed to survive after swallowing lye. They 
reason that his survival would have to be miraculous because lye would bum his throat so 
badly that he would not be able to breathe. Secondly, it bothers them that Phoenix is 
walking to Natchez in such bitterly cold weather and yet on part of her trip, she walks on 
a road that goes "down between ... high green-colored banks" while overhead there is 
such heavy foliage that the live oaks meet, making the road "as dark as a cave" (Welty, 
1997, p. 636). Students argue that Welty's described scene is not typical of December, 
because although it is set in the South, live oaks do shed their foliage in the winter. 
Unfortunately, few students note the incredible tenacity of Phoenix Jackson. 
To me, Phoenix is one of the most interesting characters in American literature. 
Like the heroes in the classic epic poems, Phoenix has to face obstacles on a long 
journey. However, unlike those ancient heroes. Phoenix is a woman. Furthermore, not 
only is she a woman, but she is a black woman living in the South during a time of racial 
segregation. In addition, Phoenix is not pursuing fame or fortune, but rather she is 
encountering these obstacles on her way to Natchez where she hopes to obtain needed 
medicine for a loved one. Her motivation then is her love for her grandchild. Hence, the 
story is indeed about her willingness to journey for the benefit of someone else, not 
whether or not the grandson is actually dead or alive. His status, nor indeed Phoenix's 
mental capacity, are peripheral to the story itself, which is concerned with sacrifice for 
love, and a very maternal love at that. 
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Besides love. Phoenix also demonstrates intelligence, dignity, and humility. She 
is smart in dealing with the hunter by distracting him to get the nickel, and she does not 
confront him about his lie when he says he has no money with him. When he laughs at 
his own pathetic tease that old black people love to go see Santa Claus, Phoenix is 
dignified. Welty writes, "something held old Phoenix very still. The deep lines in her 
face went into a fierce and different radiation," (Welty, 1997, p. 637). 
However, Phoenix's pride does not preclude her willingness to accept help. She 
asks the young black woman to tie her shoes. She says, "Thank you, missy. I doesn't 
mind asking a nice lady to tie up my shoe, when I gets out on the street," (Welty, 1997, 
p. 638). Clearly, had the lady not looked nice, Phoenix would not have bothered her; 
however, Phoenix allows others the same right to serve that she demonstrates in serving 
her grandson. Phoenix tenaciously and faithfully makes the long trek into Natchez to get 
medicine and then returns, and never once in the story does she complain. Indeed, while 
in Natchez, she tries to arrange for the other service -that of obtaining a Christmas 
present for her grandson. 
However, there is nothing beyond Phoenix's service to others. She is strong, 
compassionate, determined, and faithful, but she seems unconcerned about her 
independence. Perhaps Phoenix's message is that "you can't keep a good woman down," 
or perhaps it is that women should devote their lives to serving others. However, I doubt 
the latter; after all, if women were meant only to serve others, then Welty herself 
contradicted that expressed belief. 
In closing, the other two women in the story are also somewhat disturbing. The 
white nurse and the white attendant show little compassion. The nurse merely serves to 
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give the attendant information about Phoenix, and the attendant serves as a satirical 
embodiment of the notion of Christian giving. She gives Phoenix five pennies, but only 
after addressing her as "Grandma" and treating her with disrespect. The gift, no doubt, 
was more for the benefit of the attendant's own sense of self amid the Christmas Spirit 
than for any good it could actually be to Phoenix. Those five cents allowed the attendant 
to pat herself on the back and to congratulate herself on her own sense of smug salvation. 
The message in "A Wom Path" is a warning to avoid racism as evident in the 
characterization of the hunter and the attendant. It is also a warning to avoid ageism. 
However, its strongest message is one of commitment to loved-ones and a willingness to 
sacrifice for the benefit of others. In that sense, educators teach "A Wom Path" as a 
redemptive story for both males and females in the sense that its characters definitely 
reveal qualities both good and bad. 
Welty's Women 
Through her women, Eudora Welty provided diverse images of women that tell 
young readers that women can be selfish (Marian) or selfless (Phoenix), hurtful (Addie) 
or helpful (Nurse), nurturing (Phoenix) or self-absorbed (Marian). They can be feminine 
(Marian) or masculine (Nursing Home nurse). Thus, Welty's message is one of diversity. 
Her women say to young girls that women are complex individuals and that each can 
pursue her own path through the journey of life. 
Shirley Jackson 
Biography 
Bom December 14, 1919, Shirley Jackson grew up in California where she began 
writing poetry as soon as she learned to write (Friedman, 1975, p. 18). She attended the 
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University of Rochester in 1934, but left unhappy and lonely. In 1937, she enrolled in 
Syracuse University, first in the School of Journalism, and then transferred to the English 
Department (Reagan, 2000). At Syracuse, Jackson met fellow student Stanley Edgar 
Hyman, and with him co-edited a student literary magazine, The Syracusan, under the 
sponsorship of professor Leonard Brown, whom Jackson would refer to as her mentor 
years later (Reagan, 2000). 
In 1940, Jackson married Hyman, moving to Vermont, where Jackson practiced 
exceptional personal discipline in establishing her writing routines amid a growing 
family. Of her life with Hyman, Jackson once commented, "Our major exports are books 
and children, both of which we produce in abundance," (Early, 1973, p. 605); they had 
four children. Indeed, her comment revealed a humorous and down to earth woman who 
seemed to be at odds with the chilling stories and novels she published that often revealed 
her interest in the witchcraft, ghosts, and other macabre mysteries. Indeed, Jackson 
supposedly used pins and a voodoo doll to break publisher Alfred Knopfs leg (Lethem, 
1997). Unfortunately, before she could produce a large body of literary work, Jackson 
died in 1965. 
Discussion of "The Lottery" 
Shirley Jackson's short story "The Lottery" disturbed me terribly when I first 
read it many years ago. Jackson made me feel betrayed because I began to read what I 
believed was going to be a pastoral story; after all, her first sentence is "The morning of 
June 27th was clear and sunny, with the fresh warmth of a full-summer day; the flowers 
were blossoming profusely and the grass was richly green," (Jackson, 1965, p. 639). 
Certainly there was nothing in that first sentence that prepared me for the anachronistic 
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social ritual sacrifice that ensued. However, it is that very sense of reader betrayal that 
makes the story powerful, because Jackson writes in such a way as not to give anything 
away prematurely. The story flows so that the reader feels that everything in this little 
town is just day-to-day happy living then suddenly 'Whammy!' - and the reader realizes 
she is 'not in Kansas anymore.' 
Plot Summary 
"The Lottery" begins on a beautiful summer day in a village of approximately 
three hundred households. The children gather in the town square first, and the adults 
soon follow. Mr. Summers, the owner of the coal business in town who has the "time 
and energy to devote to civic activities" (Jackson, p. 639), is the lottery official. The 
local postmaster, Mr. Graves, assists him. 
The night before the lottery, Mr. Summers and Mr. Graves prepare slips of paper 
that go into an old, shabby box. The day of the lottery, everyone in town meets the two 
men at ten o'clock and the heads of the households draw. Although Mrs. Tessie 
Hutchinson arrives later than the others do because she "clean forgot what day it was" (p. 
640), there seems to be no negative reaction to her lateness. Mr. Summers asks if 
everyone is present so that the drawing can begin. If a man is unable to draw, then his 
wife or adult son draws for the family. For example, Mrs. Dunbar must draw because her 
husband is at home with a broken leg and her son Horace is only sixteen (p. 641). 
Nervously the heads of the families draw slips of paper from the black box and 
they hold the folded slips until all of the heads of households have drawn. They are called 
to the black box alphabetically. Tessie Hutchinson causes the people near her to laugh 
when she tells her husband to "Get up there, Bill," (p. 642). As the roll call and drawing 
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proceeds, members of the community mention changes in the neighboring towns. Mr. 
Adams says that another village is considering giving up the lottery. His wife says that 
some places have already stopped the tradition. Old Man Wamer, the oldest man in 
town, calls the notion of giving up the lottery "crazy" (p. 642). He says that the old ways 
are not "good enough" for the young folks, and that the next thing the young people will 
want to do is to "go back to living in caves" (p. 642); clearly, he sees the lottery as a sign 
of civilization. 
After all the family heads have drawn a slip of paper from the black box, Mr. 
Summer tells them all to open the slips of paper. Bill Hutchinson has the marked slip of 
paper. Immediately his wife accuses Joe Summers of having rushed him in his paper 
selection. Her friends Mrs. Delacroix and Mrs. Graves tell her to be a good sport, and 
that everyone took the same chance. Her complaints embarrass Bill, and he tells her to 
"Shut up, Tessie," (p. 642). Mr. Summers asks Bill if there are any other Hutchinson 
households, and Tessie yells that her married daughter and son-in-law should have to 
have their name included in the second draw. Joe Summers reminds her that married 
daughters draw with their husbands' families, and again Tessie complains that the 
procedure is not fair. However, no one listens to her and five slips of paper are put back 
into the box—one each for little Dave, Nancy, Bill Jr., Bill and Tessie. 
The scene is deceptively pleasant as Mr. Summers tells Harry Graves, the 
postmaster and his assistant, to help little Dave draw a slip of paper out of the box. 
Nancy then makes her way to the box to draw out a slip of paper; one of her friends is 
heard in a whisper that carries across the crowd, "I hope it's not Nancy," (p. 643). Bill, 
Jr., draws and then his mother Tessie "snatch[es] a paper out and [holds] it behind her," 
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(p. 643). Finally, Bill Hutchinson draws his piece of paper and Mr. Summers directs the 
five family members to open their slips of paper. Mr. Graves opens little Dave's slip, and 
there is "a general sigh through the crowd" as he shows that it is blank. Both of the other 
children are relieved to find their slips also blank. When Tessie is called upon to open 
her slip, she silently refuses, but when her husband opens his and reveals a blank slip, it is 
apparent to all that Tessie has "won" the lottery. 
Casually, Mr. Summers tells the crowd, "All right, folks. Let's finish quickly" (p. 
644). The villagers, including Tessie's two friends Mrs. Delacroix and Mrs. Dunbar, pick 
up rocks. Mrs. Delacroix's rock is so large she must pick it up with two hands. Mrs. 
Dunbar is breathless as she admits she cannot run with the pack of people as they move 
in on Tessie, who persists in screaming about the unfairness of the lottery as her friends, 
neighbors, and even family stone her. Indeed, "someone [gives] little Davy Hutchinson a 
few pebbles" so that he too can join in the ritual murder of his mother (p. 644). 
Analysis 
The contrast between the casualness of the proceedings and the barbarity of the 
ritual sacrifice underscores the horror of "The Lottery." As noted previously, the 
opening scene is studiedly innocent with flowers in bloom and children playing in the 
town square on the sunny day. However, through a maternal feminist lens, one can also 
identify some interesting elements in the story, particularly the way the women are 
treated. 
First, Jackson's character names serve to add meaning to the text. Old Man 
Warner, for example, warns the people against change. Joe Summers summons people to 
the lottery in a "jovial" way, and one cannot forget that the word summer indicates 
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anticipation of harvest. Joe calls the people up to the black box to draw their slip of 
paper and then he guides the whole process to its fruition, namely the stoning to death of 
the lottery "winner." Furthermore, as Peter Kosenko (1985) has suggested, Mr. 
Summers' name may allude to his having leisure time and to the fact that he is the most 
affluent man in town, since the word summer is normally synonymous with vacation, free 
time and money. 
Another character name that elicits interest is that of the lottery assistant, Mr. 
Harry Graves, who also serves the town as a postmaster. Kosenko (1985) has suggested 
that the name Graves is intended to represent the gravity of the circumstance as well as to 
lend the authority of officialdom to the lottery. 
However, the most striking name is that of Tessie Hutchinson. Tessie could refer 
to her testy and troublesome nature, while her surname is an allusion to Anne 
Hutchinson, the Puritan "religious dissenter who was excommunicated despite an unfair 
trial" (Klorman, 1998, para. 7). Clearly, Tessie is the problematic character, the woman 
who does not remain in the background, and this characteristic makes her allusory 
surname most appropriate. Tessie thought the lottery was a fine idea until it affected her 
in a directly negative way. Again, it is only when her family is chosen for the second 
round of the lottery that Tessie is transformed from a willing participant in the lottery into 
a screaming and shouting rebel (Yarmove, 1994). 
Tessie Hutchinson, unlike Anne Hutchinson who pondered the questions of 
religion, is simply an adherent of the 'not in my back yard' social construct. The lottery 
is unfair only when it threatens her; as long as it does not threaten her, it is completely 
fine. In fact, in the second round of the lottery, Tessie is revealed as a completely self- 
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absorbed woman, not a strong maternal figure according to the image of motherhood so 
prevalent in the stories of popular cultural mythology, namely that of the self-sacrificing 
mother image. In the second round, Tessie is eager to include her daughter Eva and son- 
in-law Don in the drawing obviously to decrease her own chances of being chosen as the 
sacrificial scapegoat. Jackson seems to be warning us that when our lives are on the line, 
our noble ideas of familial love disintegrate, and we regress into desperate individuals 
rather than remaining adherents of the social constructs to which we subscribe when we 
are not threatened. 
The name of another housewife in the story also provides insight into this story, 
which threatens social complacency. The name "Delacroix," which the villagers 
mispronounce as "Dellacroy," means "of the Cross" in French. The "botching" of the 
pronunciation also signals the "botching of the traditional Christian understanding of the 
Crucifixion" by the villagers (Cervo, 1992, para. 1). Instead of the "bloodless sacrifice of 
the Mass," the villagers have adopted elements of the ancient Egyptian religious practices 
as well as those of the ancient Hebrews. Like the ancient Egyptians, they make a 
sacrifice each year for the sake of the harvest, and like the ancient Hebrews, they stone 
their scapegoat to death (Cervo, 1992). 
Although there are those who enjoy the hypothetical situation offered by this 
story, the general high school student, in an ideal world, would be outraged at the idea of 
actual human sacrifice in modem times. Indeed, the youth of Laurens County probably 
were as shocked and disturbed by "The Lottery" in 1968 as I was in 1979; however, 
juniors today no longer read the story, and it is no longer part of their American literature 
anthology. I believe that may be for a couple of reasons. 
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First, in a social collusion to slow our children's advent into adulthood, we have 
placed incredible pressure upon parents to produce the ideally well-adjusted child while 
at the same time our popular culture exerts incredible influence upon children to adopt 
adult attitudes long before they are psychologically ready for adult attitudes and 
behaviors. For example, the music industry notably has made sex symbols of children 
while those adults involved, i.e., industry executives, music producers, managers, and 
parents, who all benefit monetarily, have frequently been willing to sacrifice the 
entertainer's childhood on the altar of capitalistic greed. Children then see the child 
entertainer, as the image of what children should strive to be. In such a society, it is no 
wonder that the innocence of childhood is frequently lost and children become de¬ 
sensitized to the sanctity of life as they see adults they trust and strive to emulate/pursue 
the sanctity of the almighty dollar and the importance of the self. Hence, Jackson's ugly 
portrayal of a society willing to come together to perform a violent act against the 
individual seems blasphemous in a time when the individual is told by the popular media 
that to be selfish is to be assertive, that one should pamper oneself because one is "worth 
it." Indeed, Jackson's story offers a negative inversion of that idea of society, which 
teaches us what not to be, and is thus anachronistic. 
Besides the idea that modem teenagers are too desensitized to violence to 
understand fully the barbaric violence in society as it is presented in "The Lottery," 
another reason that may explain the absence of the story from American literature 
anthologies in the past fifteen years is that we as a society have forgotten the lessons of 
Nazi Germany and have become too complacent. We like to believe that American 
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society would never condone group violence. Our image of ourselves involves a picture 
of a people who protect the rights of the individual in the face of mob injustice. 
Indeed, as a nation we have long believed ourselves above the problems of 
irrational prejudice. We have been proud of our Civil Rights Act and our rule of law, and 
have perhaps believed that our rule of law will always afford us hope for the betterment 
of society. We have not pretended that racial injustices did not occur, nor that 
discrimination of any kind does not exist, but as a people, 1 believe that we thought in 
time our legislation would achieve social change. However, recent terrorist acts may 
inspire publishers to add "The Lottery" back to American literature anthologies in the 
future as a warning against our social complacency that blatantly horrendous acts of mass 
murder cannot happen in a free society. I believe that its blend of small-town America 
and its shocking horror make it appealing to adolescent readers and introduce problems 
that provoke serious thought from adolescents. 
Jackson's Women 
Shirley Jackson's women lack the diversity of Eudora Welty's and the strength of 
character exhibited in Gather's women. While they lack the inner reflectiveness of 
Chopin's women, they share with them a sense of being victimized by the world in which 
they live. Tessie Hutchinson is ultimately selfish and is willing to sacrifice her children 
in order to save herself. Her friends, Mrs. Dunbar and Mrs. Delacroix, further Tessie's 
message of selfishness and accompanying pettiness, through their quickness to join in 
Tessie's stoning because they are relieved that they did not "win" the lottery. Jackson's 
women demonstrate an alarming lack of loyalty in the face of a monstrously 
overdeveloped sense of contentment with the status quo. The message of these women 
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screams acceptance of oppression, even when it calls for extreme brutality and murder, 
rather than championing autonomy and nurturing relationships; indeed, these women are 
only concerned with injustice when it directly impacts them. Welty's message is that 
pettiness, complacency, and ignorance nurture oppression. Furthermore, while the 
messengers (the female characterizations) are repulsive, the message is worthwhile. 
Flannery O'Connor 
Biography 
Flannery O'Connor, friend of both Eudora Welty and Katherine Anne Porter, was 
bom in Savannah, Georgia on March 25, 1925. She spent the first few years of her life 
living in a modest home on one of the historic squares in that city near the Catholic 
elementary school she attended. However, while she was still a child, her father died of 
Lupus and Flannery and her mother moved to Milledgeville, Georgia, where O'Connor's 
mother had grown up (Bloom, 1986; Brinkmeyer, 1989). 
In Milledgeville, O'Connor was able to observe the hardships of racial and social 
challenges faced by a predominantly rural culture. She earned a bachelor's degree from 
the Georgia State College for Women and then studied writing at the University of Iowa 
Writers' Workshop, and sought to write about the South as she remembered it. Because 
O'Connor suffered from Lupus, which eventually claimed her life, she was especially 
sensitive to misfits and social outsiders; hence, many of her characters appear to be 
isolated from society. Although O'Connor did not portray her characters sentimentally, 
she did seem to adopt a tone of compassion toward them (Bloom, 1986; Brinkmeyer, 
1989). 
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Flannery O'Connor's Awards and Honors include the following: Kenyon Review 
Fellowship in Fiction (1953); the National Institute of Arts and Letters Literature Grant; 
First Prize in the O. Henry Memorial Awards for short stories in 1957, 1963, and 1965. 
In 1962 and 1963, St. Mary's College and Smith College, respectively, awarded her 
Honorary Doctorates of Literature. She was also given a Henry H. Bellaman Foundation 
Special Award in 1964, the same year of her death. Her hook The Complete Short 
Stories, published posthumously, won the National Book Award in 1972. She also won 
the National Critics Circle Board Award, a "Notable Book" citation from Bowdoin 
College, and the Christopher Award (Bloom, 1986; Brinkmeyer, 1989). 
Discussion of'The Crop" 
Students in Laurens County Public Schools have only had access to O'Connor's 
"The Crop" in one textbook; however, because Flannery O'Connor has been included in 
more than one textbook, she is included in this study, and each O'Connor story that has 
been used in the Laurens County School System in its adopted American literature books 
are also included in this study. "The Crop" was included only in Adventures in American 
Literature, Heritage Edition, copyrighted in 1980 by Harcourt Brace Jovanovich 
Publishing. In the following discussion of the story, all of the page references are from 
that textbook. 
In "The Crop," Flannery O'Connor experimented with narrative point of view. 
O'Connor wrote the story from the third person limited point of view, focusing on her 
protagonist Miss Willerton. However, as Miss Willerton contemplates her story, she 
involves herself in the story. Thus, "The Crop" becomes a tale within a tale. The frame 
story concerns a loyal woman who is the beloved wife and helpmate of a sharecropper. 
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The frame is a story about Miss Willerton trying to write the story. Both are stories about 
women who struggle with the circumstances of life and the expectations others have of 
them. 
Plot Summary 
"The Crop" begins as Miss Willerton, the protagonist, "crumbs" the table. She 
takes great pride in her thoroughness, but the simple task also allows her time to 
daydream, which is evident when Miss Lucia enters the dining room and screams, 
"Willie! For heaven's sake, hold the catcher under the crumber or you'll have those 
crumbs on the rug," (O'Connor, 1980, p. 586). After finishing her after-breakfast 
routine, Miss Willerton goes to her typewriter and struggles to begin a new story. 
At first she just stares at the typewriter keys and wonders about writing a story 
about bakers, but then she decides bakers are not colorful enough to warrant a story. She 
then considers writing a story about teachers, but she remembers that her women teachers 
at Willowpool Female Seminary (a name she considered too "biological") always made 
her feel peculiar (O'Connor, 1980, p. 587). Then she finally remembers a book she had 
ordered from the publisher about sharecroppers, and she decides she will write about 
sharecroppers. As she writes a story about the long suffering Lot Motun, she thinks 
about how important sound is in a story, and then slowly she interjects herself into the 
story. 
As "Willie," she becomes a character who makes Lot's wife disappear in the story 
when the woman is fighting with Lot. Suddenly, Willie is Lot's wife and she serves him 
"smooth white grits" with butter, a contrast to the lumpy ones his first fictional wife 
served (p. 589). Lot appreciates her and shares his dreams of successfully escaping 
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poverty with her at his side. He tells her, "You always know how I feel, Willie. You 
always have known" (p. 589). 
The story then jumps from July to March, and Willie is amazed by how much she 
and faithful, heroic Lot have accomplished. However, she lets the reader know that she 
has always been up earlier than Lot and she has made his work possible. Miss Willerton, 
of course, is an amazing heroine in the story that Miss Willerton writes. 
Lot respects Willie's opinion, and so he acquiesces to her desire to forego owning 
a cow of their own because Willie thinks they cannot afford both a cow and the baby she 
is expecting in her story. However, they are going to lose their crop if they cannot get it 
harvested in time, and so the very pregnant Willie works with Lot in the fields from dawn 
until dark, but then she goes into labor. They lose their crop, which represented their 
escape from poverty, and Willie is upset that she has failed to give Lot the son he wanted 
(p.590). 
However, Lot, ever the hero, tells Willie that everything is not over for them 
because they now have a daughter. He asks Willie what can he do to deserve the many 
blessings he has, and just as Willie is joining him in being thankful for what they do have 
in the face of what they have lost, Miss Lucia yanks Miss Willerton out of the "romantic" 
fantasy by asking her to go to the grocery story for her (p. 590). 
Miss Lucia points out that she has been doing the marketing everyday that week, 
but she is busy today. Clearly, she does not consider Miss Willerton's creative writing 
important. At any rate. Miss Willerton goes to the grocery store, mixes up the order 
twice but finally purchases the correct items, and then laments about how depressing the 
store is because it is filled with "domestic doings," (p. 591). 
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On her way home from the grocery store, Miss Willerton sees a couple that fits 
the description of Lot Motun and the first Mrs. Motun, and she is disgusted. At home, 
again, she destroys the story about Lot and decides she will write a story about the Irish; 
after all, she has always liked Irish brogues and Irish history (p. 591). 
Analysis 
"The Crop" is at once both comic and poignant. Miss Willerton is forty-four 
years old and lives with her family: Miss Lucia, a take charge, no-nonsense manager of 
other people; Miss Bertha, who is only briefly mentioned as disapproving of passionate 
scenes Miss Willerton would write; and Gamer, who is apparently a fifty-year old 
prankster. The family refuses to take Miss Willerton's career as a writer seriously, and 
she feels she cannot be open with them. For example, when she wants to read a book 
about sharecroppers, she orders the book from the publisher because she is too inhibited 
to borrow it from the library. Furthermore, she hides it in her bureau drawer, and will not 
admit it is her property and that she has been reading it when Miss Lucia tells her that she 
cleaned out Miss Willerton's bureau drawers and that "Gamer must have put it there for a 
joke" so Miss Lucia burned the "awful" book (p. 588). 
Miss Willerton's only escape from her dreary existence is her writing, and yet it 
seems that the very things that she claims to dislike are actually things she would like to 
have. For example, despite her dislike of the grocery store because it is filled with 
"trifling domestic doing" (p. 591), she seems to want those domestic things. After all, 
she takes pride in crumbing the table, a decidedly trivial, domestic chore. Furthermore, 
in the final version of her story of Lot Motun, she is Willie who has a husband, a home, 
and a baby. 
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Finally, one cannot help but wonder if part of the humor of "The Crop" comes 
from the possibility that Flannery O'Connor has indeed put herself in the story. Flannery 
O'Connor, who chose writing as a career and eschewed a marital relationship and 
children, may very well have cleverly modeled Miss Willerton, the spinster writer who 
seems to dislike children, upon herself. Ironically, then "The Crop" becomes a somewhat 
distorted mirror reflection of O'Connor's reality. O'Connor is Miss Willerton who 
creates Willie Motun and who seems (deep down) to want to be that Willie. However, 
O'Connor reveals the paradoxical dilemma: 
Silly that a grocery should depress one—nothing in it but 
trifling domestic doings—women buying beans—riding 
children in those grocery go-carts—higgling about an 
eighth of a pound more or less of squash—what did they 
get out of it? Miss Willerton wondered. Where was there 
any chance for self-expression, for creation, for art? (p. 
591) 
Though she superficially rejects domesticity, Miss Willerton's short story "The 
Crop" reveals that secretly she longs for it. Thus, some of O'Connor's humor comes 
from her protagonist's hypocrisy. However, the hypocrisy may indeed be unconscious, 
which, if so, could also be O'Connor's poke at the Women's Movement of her time. 
Further evidence of O'Connor's ironically poking fun at her own stereotype is in 
the opening sentence. O'Connor begins her story with "Miss Willerton always crumbed 
the table," (p. 586). Later, when her tone lets the reader know she is making fun of Miss 
Willerton, she talks about how important the opening sentence of a story is to Miss 
Willerton. Then, following the same sentence pattern of "The Crop," Miss Willerton 
begins her story with "Lot Motun called his dog," (p. 588). Clearly, when one considers 
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the similarities between Miss Willerton and Flannery O'Connor, one cannot help but 
wonder if "The Crop" is O'Connor's inside joke about her own choices. 
In "The Crop" O'Connor's dilemma between art and domesticity is also the 
question faced by so many women today. While feminists such as Sara Ruddick (1989) 
have celebrated the joy of motherhood and have argued that mothering is not at odds with 
feminism, in the 1970s some feminists, especially radical feminists, did see motherhood 
as detrimental to women. Other feminists have exhausted themselves in trying to be 
superwomen and have families and careers (Faludi, 1992). "The Crop" contrasts the 
importance of creation of art to the importance of the creation of home and family. 
Clearly, the problems of maternal feminists are still timely. 
Stories like "The Crop" offer a message of priorities to adolescent readers as well 
as a message of choice. Just as Flannery O'Connor chose her writing career over 
marriage and children, Miss Willerton has chosen her creative writing over dreary 
domesticity. However, one must realize that Miss Willerton's "choice" may actually 
have been something else. Perhaps she had no choice in the matter; the story never really 
reveals the antecedents of her life. Nevertheless, I think the message Miss Willerton and 
O'Connor share in presenting to readers on the one hand is that it is okay to make choices 
that are right for the individual. 
On the other hand, if one assumes that Miss Willerton never really had a chance 
regarding marriage and family and that O'Connor saw her own decision never to pursue 
marriage and family as a necessity because of her lupus, not a choice, then "The Crop" 
becomes a message about making the best of circumstances. It becomes a message of 
perseverance and of the hope that one can find joy in simple things. Indeed, it becomes a 
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metaphorical message that what individuals make of their own lives is the crop, or the 
harvest/escape from the circumstances of life. Thus, one's crop is actually the way one 
chooses to create happiness from one's life. 
"The Crop" that may enrich the lives of girls is actually the choices the girls learn 
to make. Just as a crop ultimately finances the life of the fanner, it is also the result of 
many choices along the way. Miss Willerton is timid and comic and her fictional version 
of herself is actually a much stronger person than her "real" self; however, her longing 
for a more connected life, for love, and for acceptance and respect—a longing she 
demonstrates through her characterization of Willie Motun—is a longing that many 
women have. It is a longing that many people also share regardless of their gender. 
Discussion of "The Life You Save May Be Your Own" 
Students in the Laurens County Public School System first read Flarmery 
O'Connor's "The Life You Save May Be Your Own" in 1989 when the Prentice Hall 
textbook Prentice Hall: The American Experience was adopted. Later, when the Holt, 
Rinehart and Winston Publishers text Elements of Literature, Fifth Course was adopted, 
the story was also in that textbook. References from the story are taken from the Prentice 
Hall textbook. It has been my personal observation that students enjoy O'Connor's 
irreverent story. 
In "The Life You Save May Be Your Own," Flarmery O'Connor develops the idea 
of the rambling man as a wolf in sheep's clothing. She not only explores hypocrisy, but 
she also explores the role of a mother and the themes of loyalty and honor. In this story, 
O'Connor tells the story of a hypocritical spiritual man who is an inversion of another 
carpenter, namely Jesus Christ. Whereas Christ sought to save people, Shiftlet destroys 
145 
people. O'Connor also presents an inversion of the stereotypical mother-daughter 
relationship. Indeed, in "The Life You Save May Be Your Own," Mrs. Crater, who 
should be a loving mother, actually betrays her daughter. 
Plot Summary 
"The Life You Save May Be Your Own" begins on a Sunday evening when a one 
armed carpenter introduces himself to Mrs. Lucynell Crater and her afflicted daughter, 
Lucynell Crater as they sit on the front porch of their farmhouse. He appears to be a 
tramp and Mrs. Crater agrees for him to stay and do some simple repairs on her farm in 
return for meals and the privilege of sleeping in an old, dilapidated car in the shed. 
Pleased with Shiftlet's repairs and with the fact that he tells her he is single, Mrs. 
Crater determines that she wants Shiftlet to marry her adult daughter Lucynell, who is 
unable to speak and has the mind of a child. She believes that Shiftlet is a good man, 
even though his lectures about good and evil, and chicken heart tissue are completely lost 
on her. However, he warns Mrs. Crater never to "let any man take her away from you," 
(O'Connor, Prentice Hall, p. 1056). Lucynell, the daughter, is nearly thirty, but Mrs. 
Crater lies to Shiftlet and tells him her child is about sixteen. 
Shiftlet finally agrees to marry Lucynell if Mrs. Crater will allow him to have the 
car that he repairs and gives him SI 7.50 for honeymoon expenses. She also tells him that 
she will pack him a lunch (p. 1058). The next day she goes with Shiftlet and Lucynell to 
the county court house where Shiftlet and Lucynell are married. 
After the wedding, Shiftlet drives Mrs. Crater back to the farm and then drives his 
bride, who is busy throwing cherry decorations from her hat out the window and eating 
the entire contents of the picnic basket, away. Shiftlet finally stops at a roadside diner 
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called The Hot Spot. There, he orders Lucynell a "plate of ham and grits," (p. 1059), but 
she falls asleep. He gives the boy who works at the counter some money for her food, 
and tells the boy that she is a hitchhiker; the boy says she looks like an angel. 
After abandoning Lucynell at the diner, Shiftlet drives toward Mobile, Alabama. 
On the way, he stops and picks up a hitchhiker who is a young boy. He begins to tell the 
boy how wonderful his own mother is. The boy says nothing until he bursts out angrily, 
"You go to the devil! My old woman is a flea bag and yours is a stinking pole cat!" (p. 
1060), and he jumps out of the slowly moving car. 
Shiftlet is so shocked that he prays, "Oh Lord! Break forth and wash the slime 
from this earth!" (p. 1060). As he heads into Mobile, the sky opens and rains on him all 
the way there. 
Analysis 
"The Life You Save May Be Your Own" is one of my favorite Flannery 
O'Connor stories because I admire the use of irony in the story. Like "The Crop," it has 
interesting female characters. Indeed through her characterizations of Mrs. Lucynell 
Crater and the daughter Lucynell, O'Connor seems to say that the only innocent people in 
the world are those who are like Lucynell—afflicted in a way that removes them from the 
mainstream so that one lives in the world and yet is not part of the world. At the opposite 
end of the spectrum is the mother Mrs. Lucynell Crater, a grasping woman who sells her 
only child for $17.50 and an old junk car. 
Mrs. Crater is described in the first sentence as old, and in the first paragraph she 
decides that Shiftlet is a harmless tramp because he has only one arm. O'Connor 
describes Mrs. Crater as "about the size of a cedar fence post and she had a man's gray 
147 
hat pulled down low over her head," (p. 1052). The connotation is that she is tough and 
hard and works like a man. She is also arrogant and greedy and watches him "as if she 
were the owner of the sun" (p. 1052). When Shiftlet offers her a piece of gum, she raises 
"her upper lip to indicate she [has] no teeth," (p. 1053), rather than merely declining his 
offer. 
When Shiftlet tries to tell Mrs. Crater that he might be lying about his identity, 
and he tells her about experiments on chicken heart tissue that have been done in Atlanta, 
she quickly becomes "irked" (p. 1053). After all, philosophical discussions do not appeal 
to her. Mrs. Crater is interested in practical matters and quickly arranges for Shiftlet to 
work for her. Her next question is whether he is married, and she quickly begins to plan 
to get Shiftlet to marry her daughter because she is "ravenous for a son-in-law," (p. 
1056). Later she tries to get him to teach Lucynell to say "sugarpie," but he already 
knows "what was on her mind," (p. 1057). Mrs. Crater uses Shiftlet's desire for her old 
rusty car as bait for the marriage, promising him parts and paint step-by-step until he 
finally agrees to marry Lucynell. However, Shiftlet also has a plan to obtain the car and 
to abandon Lucynell, so he goes along with Mrs. Crater's plans. 
While Mrs. Crater is domineeringly manipulative and hateful, Lucynell is 
completely innocent. She is big and childish, enjoying playing with her fingers in the 
dark and playing peek-a-boo. "Every now and then her placid expression was changed 
by a sly isolated little thought like a shoot of green in the desert," (p. 1058). O'Connor's 
message is clear in this story: one cannot live in the world and maintain one's innocence 
unless one is mentally challenged, as is Lucynell. Her mother also implies that Lucynell 
is virginal and younger than she really is. Furthermore, the boy at The Hot Spot says she 
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looks like an "angel of Gawd," (p. 1059). She has blue eyes, golden hair, and pinkish 
skin. 
Shiftlet victimizes Lucynell when he abandons her to the world in her innocence. 
She is unable to talk and she is mentally challenged. She is unable to care for herself or 
to communicate who she is or from whence she hails. Thus, in the story, she is a victim 
who offered Shiftlet redemptive opportunity, which he rejected. 
Surely, "The Life You Save May Be Your Own" is a dark comedy that tells 
students that not all mothers are altruistic saints. It also proclaims that people who 
exploit others are often exploited in turn. However, it also proclaims through Lucynell 
that sometimes-innocent people are victimized and there is no earthly justice, and that 
eternal justice may be long coming. After all, aside from being rained on at an ironic 
point in the story, Shiftlet gets away with his moral crime and with the car, while the 
women in the story get nothing they want in a lasting way. In other words, Mrs. Crater 
got a son-in-law, but only briefly, and the only thing Lucynell ever seemed to want was 
food, which is transitory. 
O'Connor's Women 
Like Porter's Ellen Weatherall, Flannery O'Connor's women work hard. They 
demonstrate that work is expected from women despite their mental or emotional 
capacities. They also demonstrate that despite their work, they are ultimately at the 
mercy of others, usually men. For example, the man Lot actuates Miss Willie's dreams. 
Mrs. Crater, a hard-working farmwoman, loses money, a car, and her child because she 
allows herself to be manipulated by a man whom she is trying to manipulate. So, perhaps 
the message is that when women try to play by the rules that men establish, they will 
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always lose. Finally, O'Connor demonstrates that the only innocent woman is an 
afflicted one who is victimized by the man who abandons her, literally to the mercies of 
the unknown world. Hence, I believe O'Connor's final message to female readers is a 
warning to take care of oneself. 
The Chronology of Literature Instruction 
Although I do not know what the students throughout thirty years may have 
wanted in their literature instruction, I found what was available to them to be interesting. 
The preceding authors are those women whose work has been available to the students of 
the Laurens County School System via the adopted American literature anthologies over 
the past thirty years. It is interesting that the earliest three were Sarah Ome Jewett, who 
celebrated the agrarian life and obedient daughters who help their parents; Willa Gather, 
who bemoaned artistic voids of the rural and small town life; and Shirley Jackson, who 
showed that small town pictures of peace and tranquility can be deceptive. 
In 1973, students in the Laurens County School System had four works by four 
women available to them. From Willa Gather, they could still learn that women in small 
towns were philistines. However, this was somewhat balanced by Katherine Anne 
Porter's Granny Weatherall who showed that women could overcome great hurt and 
obstacles to survive, if not to triumph. Eudora Welty provided them with the idea that 
women could defy the stereotypes of feminine kindness and actually be hypocritically 
charitable. However, Shirley Jackson's shocking deception was still with them. 
By 1980, there were still only four women writers available in the textbook, but 
only one was a new addition to the anthology and of the four stories, only two were 
different. Eudora Welty's message of hypocrisy had been replaced by "A Worn Path," a 
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story of devotion and service performed by an elderly lady motivated by genuine love. 
Furthermore, Shirley Jackson's tale of anachronistic sacrifice had been replaced by 
Flannery O'Connor's humorous depiction of a fictional writer creating a story that 
highlights the dichotomy between a woman's outer and inner life in "The Crop." 
By 1989, however, Prentice Hall publishers included eleven different women 
writers in its anthology, representing a giant step for female inclusion in literature 
anthologies. However, the stories were still shorter than those included by men. Of the 
eleven women, the only previously anthologized women writers were Gather and 
O'Connor, whose story representations were different. "A Wagner Matinee" represented 
Gather, and "The Life You Save May Be Your Own" represented O'Connor. Both 
stories were analyzed earlier in this dissertation. However, it is important to look at the 
messages the female characters in the stories may have presented to readers. 
Messages of Characterizations 
By obtaining an understanding of the writers included in this study by reading the 
preceding biographical sections, story summaries, and story analyses, it becomes clear 
that for many textbooks, the inclusion of women has been a slowly growing process. 
Furthermore, it seems that the women writers and their stories are often important as 
examples of what women writers can achieve by providing stories that seem to support 
the patriarchy. 
Table 2 has been created that further presents the comparisons of the writers, 
which is then followed by a brief discussion of the women characters themselves as 
compared to their creators. 
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Author Textbook Comparison 
Table 2 very briefly provides a visual comparison of the women writers in the 
study. It allows the reader to spot some similarities and some differences quickly. The 
literary movements are those employed by textbooks companies. 
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Table 2 
Author - Textbook Chart 
Textbook Bio Page Education Literary Awards 
Female Author Family Movement/ And Honors 
Writing Style 
Jewett Affluent. Jewett Berwick Regionalist. 
was very close Academy. Jewett Local colorist 
(1849 -1909) to her father, a credited her real Jewett wrote 
country doctor life observations short stories 
who allowed her as being more that dealt with N/A 
to accompany important than her rural settings 
him on rounds. formal education and family 
She never themes. 
married or had 
children. 
Chopin Chopin's father Classical Regionalist. 
died when she education, Local colorist 
(1851 - 1904) was six. Her Catholic Chopin wrote 
mother returned Seminary, St. short stories 
to her maternal Louis. Kate felt for popular 
grandmother's that her French ladies N/A 
home so that grandmother magazines 
lady could help influenced her such as Vogue 
raise Kate. She education. 
turned to writing 
after her 
husband Oscar 
died, leaving her 
six children to 
raise. 
153 
Table 2 (continued) 
Textbook Bio Page Education Literary Awards 
Female Author Family Movement/ 
Writing Style 
And Honors 
Gather Gather's family Grandmothers, Regionalist. Pulitzer - 
was a large, neighbors, public Local colorist 1922 
(1873- 1947) extended, but schools of Red Gather wrote 
close Southern Cloud, NE; for school 
family that University of literary 
migrated to Nebraska publications, 
Nebraska magazines, 
together. She and 
was her mother's newspapers. 
helper, but was She worked as 
closer to her an editor and 
father. She as an English 
never married or teacher before 
had children. writing 
exclusively. 
Porter Porter's mother Porter attended the Modernism. Pulitzer - 
died when she Thomas School for Porter wrote 1966 
(1890 - 1980) was two, so her Christian Girls in for newspapers National 
father and her San Antonio, but and Book - 1966 
paternal she never attended magazines. 
grandmother college. She was She also wrote 
raised her. well read. short stories 
Porter was and published 
married and short story 
divorced four collections. 
times. She had She wrote one 
no children. novel. 
Welty Welty was the Welty - Jackson Modernism. Pulitzer - 
only daughter of MS public She wrote 1973 
(1909-2001) a moderately schools, Miss. novels and National 
affluent family. State College for short stories, Book - 1971 
She was close to Women; and published National 
her parents. She University of photography Medal for 
was not close to Wisconsin; collections Lit. - 1979 
extended family Columbia Medal of 
members. She University School Freedom - 
never married or of Business 1980 
had children. 
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Table 2 (continued) 
Textbook Bio Page Education Literary Awards 
Female Author Family Movement/ And Honors 
Writing Style 
O'Connor O'Connor was Catholic schools in Contemporary. National 
(1925 - 1964) an only child. Savannah, public O'Connor Book - 1972 
Her parents schools of wrote first for O'Henry 
moved from Milledgeville, Ga. school literary Memorial 
Savannah to State College for publications, Award, '57, 
Milledgeville, Women (1945); then '63, '65; Etc. 
Ga., when her University of magazines. 
father became ill Iowa. She published 
with Lupus. short story 
There she collections and 




Jackson Jackson grew up University of Contemporary. 
in a middle class Rochester; Jackson wrote 
(1919- 1965) California Syracuse for school 
family. She met University literary N/A 
and married her publications 
husband, critic and 
Stanley Edgar magazines. 
Hyman at She published 
college. They short story 
had four collections and 
children. novels. 
Societal Expectations 
Women have traditionally been expected to be the primary caregivers for 
children. They have not been expected to be career women, although that has changed 
since World War II when women did begin to enter the labor force in large numbers. It is 
interesting to note that each of the women in this study did have a career in writing in a 
time when women were generally denied careers. 
However, it is equally interesting to note that none of their female characters had 
careers. Jewett's Sylvy and Grandma Tilley lived and worked on a farm. Chopin's 
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stones involved wives and mothers, not working women although "A Pair of Silk 
Stockings" did include brief mention of a female store clerk. Gather's only 
workingwoman in "The Sculptor's Funeral" was Roxie, an undeveloped character who 
served as a domestic. Porter's Granny Weatherall worked on a farm, as did Granny's 
daughter Cornelia. Welty's Phoenix Jackson was never actually defined in terms of the 
work she did; however, one can infer that she too was a farm laborer. Shirley Jackson's 
female characters were housewives and mothers. O'Connor's Miss Willerton of "The 
Crop" was a frustrated wannabe-writer, but her Mrs. Crater in "The Life You Save May 
Be Your Own" was a farmer whose daughter Lucynell, a mentally challenged person, 
served as her domestic helper. These women writers lived self-sufficient, independent 
lives they did not give to their characters. 
Table 3 
Author and Short Story Analysis Chart 


























Internal Louise dies. 






Internal Mrs. Sommers 
feels guilty. 
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Table 3 (continued) 
























Internal Aunt Georgiana 


























Internal Marian escapes the 
old lady and the 
nursing home. 































External Miss Willerton's 
story is interrupted 
and then after a 
trip to the grocery, 
she destroys it. 
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Table 3 (continued) 





Flannery The Life Rural Mrs. Crater, External Mrs. Crater is 
O'Connor You Save 
May Be 
Your Own 
Georgia Lucynell conned out of 
money and a car. 
Lucynell is 
abandoned away 
from home, and 
unable to 
communicate. 
Shiftlet is rained 
on but gets away 
with his freedom, 
money, and a car. 
Although it would be desirable to know why publishers selected certain stories for 
inclusion in certain textbooks, such discussion can only deal in supposition. However, as 
a maternal feminist interested in the kinds of role models provided to the students of the 
Laurens County School System over the past thirty years, I wanted to provide a 
qualitative report of what has been used and how those materials have been presented. In 
order to do that, I have prepared the following information regarding each textbook that 
has been adopted by the Laurens County School System, and, in short, I have found that 
the role models created by female authors and used in the instruction of adolescent 
students basically support the patriarchy that exists. Women are not being given the 
message that they can pursue their dreams and that they should become self-reliant. 
Instead, they are being provided the message that women must serve others in order to be 
fulfilled, and that any departure from that path of service is a journey into despair. 
Chapter V 
Significance of the Study 
While it is important to know what one really values in a textbook, it is important 
to recognize what is actually in textbooks. Following is a brief summary of the textbooks 
that the Laurens County School System has used from the 1960s through the present. 
This section concludes with Table 4 that briefly summarizes the short story representation 
in terms of author gender of those textbooks. 
Adopted Textbooks 
The following textbooks that are discussed in the order in which they were used 
by the Laurens County School System for instruction in American literature courses is as 
follows: American Literature; Adventures in American Literature, Classic Edition; 
Adventures in American Literature, Heritage Edition; Prentice Hall Literature: The 
American Experience; and Elements of Literature, Fifth Course. 
American Literature (1965) 
Houghton Mifflin published American Literature in 1965. The textbook included 
twenty-nine short stories, which averaged 7.79 pages each. Of the authors whose short 
stories were included, twenty-one were males; the male authors averaged 9.95 pages each 
for their stories. There were only three female writers included in the anthology: Sarah 
Ome Jewett, Willa Gather, and Shirley Jackson. These three female writers averaged 8.6 
pages per story. Please note that some male authors were represented more than once 
within the same text, hence affecting the averages. 
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The treatment of the three female authors implies that their achievements are 
somehow due to the men in their lives or to masculine behavior. For example, in the 
biographical materials, Sarah Ome Jewett is described as the "daughter of an intelligent 
country doctor" who actually advised her on her writing career (p. 540); Willa Gather is 
referred to as a "tomboy" (p.606); and Shirley Jackson's husband is identified as a 
literary critic (p. 638). However, no awards for the three writers are mentioned even 
though awards are mentioned for male writers, such as Hemingway1. 
Questions for the selected stories are treated similarly to those of male-authored 
stories. The questions are grouped in clusters of four or five items with each item having 
two or three parts. There are few, if any, basic recalling questions wherein the student 
must simply be able to answer a concrete question about some event or character from 
the story. Most of the questions ask the student to interpret quotes from the story and to 
demonstrate understanding of the passages and/or of a specified literary element such as 
point of view or foreshadowing. Some of the questions demonstrate an interest in values. 
This textbook includes black and white photographs of the authors, short 
commentary paragraphs about the selections, and a few black and white photographs or 
reproductions of outline sketches as illustrations. Indeed, the book itself is a dark blue 
with one small picture of an American eagle flying on the front cover. The picture is a 
reprint of what appears to be a charcoal sketch done in shades of gray and black. 
I Again, as stated earlier, I used Hemingway as my male comparison point because of his masculine image and his popularity. To me he is representative of many 
American male writers of the twentieth century. 
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Adventures in American Literature, Classic Edition (1973) 
Harcourt Brace Jovanovich published Adventures in American Literature, Classic 
Edition (Classic) in 1973. The recently racially integrated staffs of both of the high 
schools in the Laurens County School System adopted it. 
Classic includes nineteen short stories, each story averaging 9.36 pages. Of the 
short fiction authors, thirteen are males and four are females. The male writers average 
11.5 pages per selection; the female writers average 7 pages per selection. The female 
writers are Willa Gather, Katherine Anne Porter, Eudora Welty, and Shirley Jackson. 
A biographical page precedes each fiction selection. Gather's page consists of 
three lengthy paragraphs that provide her family and geographical background and lists 
her literary works. Her education is described as being heavily influenced by her 
Nebraska neighbors. There is no mention of any awards, including her Pulitzer Prize 
(1922) (p. 491). However, Katherine Anne Porter's National Book Award (1966) is 
mentioned in the five paragraphs that depict her as a determined, beautiful and talented 
writer who happened to descend from the illustrious Daniel Boone. Porter's political 
commentary on the 1940s is also included along with literary critic Edmund Wilson's 
admiration of Porter (p. 559). 
Eudora Welty and Shirley Jackson each merit three biographical paragraphs in 
this textbook. Welty's photography and writing career is briefly described and a list of 
her works is given. No awards are mentioned; however, her Pulitzer Prize obviously did 
not beat the publication deadline of this text. Nevertheless, no honors or special 
recognitions are cited for Shirley Jackson either. Instead, the biographical page begins by 
discussing the shock Jackson's "The Lottery" elicited from early readers and then closes 
161 
with a quoted passage from Stanley Hyman, Jackson's literary critic husband. Hyman 
described his wife as a complex person who tried to write about a complex world. 
A "For Study and Discussion" question exercise follows each selection. Gather's 
"The Sculptor's Funeral" is followed by 10 questions. Porter's "The Jilting of Granny 
Weatherall" is assigned five questions. Welty's "A Visit of Charity" is followed by 
seven questions, and Jackson's "The Lottery" merits six questions. All of the questions 
move from basic recall information questions to questions about specific literary 
elements such as foreshadowing and drawing inferences. 
Classic is inconsistent in its approach to composition assignments. Some stories 
are accompanied by composition assignments, some are not, some that do have 
composition assignments offer the student a choice between two assignments, and some 
composition exercises offer only one question. I examined the composition assignments 
accompanying the female-authored short stories and discovered that Gather's longer 
selection was accompanied by two questions that offered the students a choice as to 
which question to answer. The first choice asks the students to use an essay that 
describes a place to depict a character in much the same way that the Merritt household 
reveals the Merritt family to have little if any appreciation for art. The second question 
asks students to analyze how the point of the view of the story affects their own reaction 
to the story. Welty's story is followed by one composition assignment that asks students 
to compare and contrast "A Visit of Charity" to Sherwood Anderson's "The Egg" and 
thus could not be used by the teacher if she or he had not previously taught "The Egg." 
The most challenging composition assignment for high school students that I observed 
was that accompanying Jackson's "The Lottery." It asks students to explain "The 
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Lottery" as a critique of modem society. Porter's story presentation included no 
composition assignment. 
Classic includes no real extension activities; however, it does include two 
paragraphs of commentary on some literary element that is highlighted for each story and 
is designed to enhance student understanding of the selection. For example. Gather's 
story is accompanied by "Henry James and the Art of Fiction"; Porter's work is 
accompanied by "Plot: Order of Events"; Welty's selection is followed by "Point of 
View," which asks students to answer three questions about point of view; and Jackson's 
"The Lottery" is accompanied by "Style," which is followed by two questions about style 
of writing. 
Clearly, the book editors also made an effort to make their product visually 
appealing. The cover is a light blue with a color photograph that takes up the entire front 
cover. The picture is of a huge statue of a bald eagle poised for flight against the 
backdrop of treetops and an azure blue sky. Sunlight provides ample shadowing on the 
statue and the trees. Although author pictures when available are small black and white 
prints, and the illustrations that accompany the stones are sketches like those in the 
preceding American Literature, the book does have a section in the middle of several 
pages consisting of reprints of famous American paintings, which are preceded by a brief 
discussion of art in America. 
Adventures in American Literature, Heritage Edition (1980) 
Apparently the teachers and administrators were so impressed by Classic, that in 
1980 they adopted Adventures in Amencan Literature, Heritage Edition, which was also 
published by Harcourt Brace Jovanovich. The newer edition changed very little. From 
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the blue cover, a parachutist with an Old Glory parachute against an azure blue sky 
replaced the statue of the eagle. The questions and biographical information used for the 
selections did not change, except Eudora Welty's Pulitzer Prize (1973) is mentioned. 
Also, Flannery O'Connor's "The Crop" replaced Shirley Jackson's "The Lottery". 
Another change relates to illustrations. Color photographs replaced the sketch 
illustrations. Editors also inserted timelines that showed the literature in the context of 
historical events, and composition assignments were decreased to one assignment per 
selection. Extension activities (commentary) were gone; however, the sheer number of 
fiction selections increased to twenty-nine, with an average length of 8.7 pages. 
There were twenty-seven short story writers represented, of which twenty-two 
were males and five were females. The males averaged 9.9 pages per selection; the 
females averaged 7.0 pages per selection. 
Prentice Hall Literature: The American Experience (1989) 
Prentice Hall representatives provided a tea at a local hotel for the Laurens 
County School System teachers in 1989 to present their brand new literature series. This 
book adoption was the first time that the actual teachers were approached directly by the 
booksellers rather than having the books presented by a central office administrator to 
them. The school system adopted the Prentice Hall series. Juniors began studying 
Prentice Hall Literature: The American Experience in the fall of 1989. 
The Prentice Hall textbook was larger than its predecessor that had only 910 
pages; Prentice Hall had 1,400 pages. Teachers joked that it was the Cadillac of 
textbooks and that it afforded students the opportunity to train for weightlifting events. 
Prentice Hall contained thirty-two short fiction selections and represented minority 
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writers, something the previous books had failed to do beyond a short "Harlem 
Renaissance" unit dealing with poetry by African American writers. 
Of the thirty-two short story selections, each of which is an average of 6.4 pages 
in length, eighteen of the writers are males and ten are female. Male-authored selections 
average 8.2 pages in length. Female-authored selections average 5.6 pages in length. 
Each story in the Prentice Hall textbook is preceded by a biographical page which 
usually contains four paragraphs and is arranged by first placing the writer within a 
literary movement and historical context, then providing family and education 
information, and closing with a brief discussion of themes that were important to the 
author in her work. 
Following the biographical page is a page entitled "Guide for Reading." This 
page focuses on one element of the writer's technique, tells the student what to look for 
while reading, and suggests a topic for writing that could be used in a student journal, and 
closes by providing a list of vocabulary words with their pronunciation, part of speech, 
definition, and the page wherein the word is used in the story. For example, before 
students read "A White Heron" by Sarah Ome Jewett, they are given a two-paragraph 
explanation of imagery as a technique that Jewett mastered. They are then told to look 
for examples of imagery in the story, specifically in reference to rural New England. The 
writing suggestion is to free write for five minutes about an animal or something else 
they particularly liked as a young child, and the vocabulary section offers them six words 
that are important to understanding the selection. The selection follows the "Guide for 
Reading." 
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A page of literary exercises follows each story selection. First, there is "Thinking 
about the Selection," which presents questions about the story in three different levels of 
difficulty: recalling, interpreting, and applying. Then there is "Analyzing Literature," 
which asks students to identify and recognize the literary element that was introduced as 
critical to the writer's technique on the "Guide for Reading" page. "Critical Thinking 
and Reading" follows with higher level thinking questions pertaining to the literary focus 
and writer's technique. The page closes with "Thinking and Writing," which usually 
presents a critic's quote about the selection or about the writer and asks students to 
respond in a short essay. The essay may be expository or persuasive. 
Elements of Literature, Fifth Course ( 1997) 
In 1997, many publisher representatives made presentations to the English 
teachers of the Laurens County School System; however. Prentice Hall neglected to do 
so. When the sales representative did visit the schools, she expressed shock that the 
teachers could be considering any other publisher. However, with all of the extra 
materials included free of charge by the Holt Rinehart & Winston Company, the Laurens 
County School System's high school English teachers voted to adopt Holt Rinehart 
Winston's Elements of Literature (EOL) series. After all, the Laurens County Board of 
Education had decided that students did not need grammar books, and Holt Rinehart 
Winston offered each student a free, consumable grammar workbook to accompany the 
literature books. The offer was for the full seven years of the adoption. 
The teachers met several times to discuss the adoption; however, it soon became 
clear that although the Prentice Hall text offered more diversity in literature selections 
and was more multicultural in its representation, the Holt Rinehart Winston offer 
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transcended the literature needs, which it met adequately. Hence, in 1997, the American 
literature courses of the Laurens County School System used Elements of Literature, 
Fifth Course as the official textbook. 
The Elements of Literature, Fifth Course is similar to its predecessor in many 
ways. It contains some of the same pictures; for example, artist Mary Stevenson 
Cassatt's "At the Opera" accompanies Gather's "A Wagner Matinee" in both texts. 
Obviously, there are differences such as some selections and the presentation of material. 
For example, EOL does not represent certain male authors with more than one selection 
as the previous books did. 
The presentation format is also slightly different from Prentice Hall. A biography 
page that includes not only five or six paragraphs about the author's background, writing 
career, common themes and literary movement categorization, but also information 
regarding the author's reception during his/her life as well as during contemporary times 
precedes each story. Hence, the student gets a contextualized view of the author's work. 
The biographical page is followed by a "Before You Read" page that provides a 
"Reading Focus" paragraph, a "Dialogue with the Text" reading-joumal-response 
assignment, and a "Background" paragraph that either tells the student about the 
historical background or setting of the particular story, or provides historical information 
that helps the student better understand the story. For example, for Chopin's "A Pair of 
Silk Stockings" (p. 436), the "Background" paragraph reminds students that silk 
stockings were considered a "pure luxury" for a woman in the 1890s, which is the setting 
of the story. The "Reading Focus" section merely provides a general, opening idea that is 
relevant to the story while inviting students to make a connection to their own lives. For 
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example, the "Reading Focus" for Chopin's story invites the students to think about 
escaping routine as they prepare to read the story. 
A "Connections" page of a contemporary poem or a reprint of a newspaper article 
that is related to the plot of the story accompanies each selection. In addition, sometimes 
there is an inserted box of information with the story. For example, Chopin's story is 
accompanied by three paragraphs labeled "Primary Sources/ A biography: Vogue 
stories" (p. 443), which tells students that much of Chopin's work, including the story in 
their book, first appeared in Vogue magazine. Likewise, an inserted article accompanies 
Benjamin Franklin's Autobiography about his contemporary, African-American inventor 
Benjamin Banneker. 
Following the "Connections" page is a question exercise page. Basic recall 
questions labeled "Reviewing the Text" appear labeled with lowercase alphabet letters in 
a box that separates them from the other questions. Then, there is usually one numbered 
question labeled "First Thought" that asks students to write a brief opinion type response 
to some element of the story and to file the answer in a "Reader's Log". Most of the 
questions pertaining to literary elements of the story and appealing to critical thinking 
skills appear under the heading of "Shaping Interpretations." There are usually three to 
five questions in this section, and most of them elicit student knowledge about a 
particular literary device or to infer something about the characters. An "Extending the 
Text" question asks students to apply some theme or motif from the story to their own 
world, and a "Challenging the Text" question asks students to respond to a criticism of 
the story. A section called "Choices" provides students with several writing assignments 
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that appear in order of difficulty and may ask students to respond factually, critically, or 
creatively to the story. 
The biographical information for each of the women in this study who are 
represented in this textbook is also interestingly written. The women in the study who 
are represented in the book are Kate Chopin, Willa Gather, Eudora Welty, and Flannery 
O'Connor. Chopin's life is covered in six paragraphs that give the roots of her education 
and discusses the rediscovery of her work by the Women's Movement in the 1960s and 
1970s. 
Cather's seven biographical paragraphs allude to her possible homosexuality 
without ever stating that idea directly. The editors also provide the record of her 
education and career, as well as the influence of Jewett on her work and her common 
theme of warning against technology. Cather's 1922 Pulitzer Prize is mentioned. 
Welty's six paragraphs discuss her family background, education, and career as 
well as her "artistic vision" because she worked as a photographer for a while (p. 623). 
Welty's Pulitzer Prize is mentioned. 
O'Connor's Pulitzer Prize, which was posthumously awarded for The Collected 
Short Stories of Flannery O'Connor (1972), is not mentioned on her biographical page. 
However, her struggle with lupus is mentioned, as is her father's death from the same 
disease (p. 672). The book also reveals that O'Connor was a satirist, a Southerner proud 
of her heritage, and a Roman Catholic who sought to bring her fictional characters to 
Grace. 
Like O'Connor, Katherine Anne Porter is identified by EOL as a meticulous 
writer. She is also portrayed as having been concerned primarily with Southern women 
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caught in custom and obligation. Interestingly enough, EQL refers to Porter's "four 
marriages" and states that she found lasting marital relationships difficult yet hated to be 
alone.2 
Table 4 
Textbook Comparison Table 




American Literature Houghton 29 Selections / 21 Selections/ 3 Selections / 
Mifflin/ 1965 7.8 Pages 10.0 Pages 8.6 Pages 
Adventures in Harcourt 19 Selections / 13 Selections / 4 Selections / 
American Literature, Brace 9.36 Pages 11.5 Pages 7 Pages 
Classic Edition Jovanovich / 
1973 
Adventures in Harcourt 29 Selections / 22 Selections / 5 Selections / 
American Literature, Brace 8.7 Pages 9.9 Pages 7 Pages 
Heritage Edition Jovanovich / 
1980 
Prentice Hall Prentice-Hall 32 Selections / 18 Selections / 10 Selections / 
Literature: The / 1989 6.4 Pages 8.2 Pages 5.6 Pages 
American 
Experience 
Elements of Holt, 33 Selections / 23 Selections / 10 Selections / 
Literature, Fifth Rinehart & 7.6 Pages 8.3 Pages 6.2 Pages 
Course: Literature of Winston / 
the United States 1997 
As the above table demonstrates, changes in textbooks have occurred, but there 
has not been enough change. Women writers are still under-represented and their 
anthologized stories have consistently been shorter than those written by men. 
In summary, it may be helpful to the reader to look at a basic comparison of the 
books themselves as delineated in the preceding table. Note the disparity that 
2 This is interesting because Ernest Hemingway, who was also married several times, escapes marital commentary in the textbook other than brief mention of two of 
his marriages. The textbook fails to mention the personal lives of other male writers, such as William Faulkner. 
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consistently characterizes the representation of male writers to those of women writers. 
Obviously, even on the surface during the past thirty years, while inclusion of women has 
improved, it is still not comparable to inclusion of men. Men have been consistently 
represented and included more frequently than women, and more pages have been 
devoted to their work. Clearly, the textbook publishing industry could do a better job of 
presenting females writers. 
Messages 
By studying the women created by the female writers, I concluded several 
important ideas regarding the treatment of women in our society as demonstrated by the 
fiction included in our textbooks. These ideas, which I call writer's messages are 
implicit in the story characterizations. Though I have already discussed each story 
individually, here 1 present general findings. 
First, women can make conscious moral decisions and can live independently and 
in tune with Nature. For example, Jewett's Grandma Tilley and Sylvy, both, make 
conscious decisions as they pursue their independence by existing and supporting 
themselves on their farm near the sea in New England. Grandma raises Sylvy; who 
chooses to preserve the white heron's life rather than to take the needed money from the 
hunter. 
Secondly, society tries to manipulate women through guilt. Indeed, women are 
often conditioned to feel guilty if they do not live their lives for others. This message is 
especially prevalent in Chopin's work. In "The Story of an Hour," Louise Mallard knows 
freedom only when she thinks her husband Brentley is dead. When she realizes that he is 
very much alive, she dies instantly from the shock of her suddenly lost freedom. 
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Likewise, Mrs. Sommers from "A Pair of Silk Stockings" is expected to live for her 
children. This expectation is evident because of her self-chastisement and guilt over 
spending the money on herself rather than her children. 
Another message from the anthologized writers is that women can survive 
heartbreak in love, which means there is more to life than romantic love. Porter's story 
"The Jilting of Granny Weatherall" made this concept very clear. However, Granny also 
demonstrated how a life without love could create much bitterness. 
The next general message from my reading was that women are strong, but 
society reduces them to children. In O'Connor's "The Life You Save May Be Your 
Own," the only innocent character in the story (indeed the only innocent female character 
in any of the stories, and I define innocent as "without guile") was Lucynell, the mentally 
challenged woman-child. Obviously, this is a depressing thought; however, it does seem 
to be O'Connor's message. Also, this idea is somewhat evident in the characterization of 
Mrs. Crater, who runs a farm just fine prior to Mr. Shiftlet's arrival, but after his arrival, 
her desire for a son-in-law to work the farm would seem to overshadow her concerns for 
her daughter. While it is true that she may want a son-in-law more to care for Lucynell 
after her own death, she never presents any argument to support that idea. Instead, she 
baits Shiftlet with talk of the material aspects of life on the farm. 
In addition to O'Connor's work, this fourth message is also supported by the 
masterful decline of Ellen Weatherall in Porter's "The Jilting of Granny Weatherall," 
which cannot be ignored. Ellen is strong enough to survive romantic heartbreak as well 
as a difficult agrarian life, young widowhood, and single parenting. However, at the end 
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of the story, she is talked to as if she is a child. It is ironic that this once strong woman is 
so reduced. 
Another message I found in my study of short fiction that has been anthologized 
in American literature textbooks, and was authored by women, is that the nurturing 
process of non-romantic love transcends problems and inspires women to persevere. 
This was most evident to me in Eudora Welty's "A Worn Path," which has deservedly 
been anthologized for a very long time. Despite the bitter cold, and the other obstacles 
and attitudes she encounters on her journey, Phoenix Jackson does not give up. She sets 
out to serve her grandson in a way that calls to mind the stereotypical view of a mother as 
a self-sacrificer. Phoenix Jackson, however, is the child's grandmother, not his mother. 
Thus, the message is one of mothering in the sense that Sara Ruddick (1989) has 
described it as maternal nurturing. This nurturing is also reminiscent of Nel Noddings 
(1992) ethic of caring. Thus, she is both a symbol of the traditional mother figure in her 
behaviors, and of the non-traditional self-reliant woman figure as well because she 
determines her own success. 
A negative message discovered was that some women are users who sacrifice 
their children to avaricious and desperate greed. Certainly, Mrs. Crater tries to do this 
with Lucynell when she manipulates the marriage between Lucynell and Shiftlet. 
However, this idea is also evident in Shirley Jackson's "The Lottery," when Tessie 
Hutchinson wants her daughter and son-in-law included in the second drawing in order to 
decrease her own chances of being the "winner" and being stoned to death. 
Nevertheless, no matter how disturbing this idea may be to me, as a maternal 
feminist mother and teacher, I also realize that many of my students do live in situations 
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wherein their mothers are not as concerned with their well being as might be hoped. 
Unfortunately, for children, this phenomenon is on the rise, as more children become 
wards of the state3. 
Finally, the overwhelming message to me from these writers and from these 
textbook publishers was that the absence of women and the inclusion of women by these 
writers send a message of female value in society. For example. Gather, who was market 
savvy, wrote about men as her stronger, round characters. Hence, women writers hoping 
to sell their work have turned to writing about men because men are more obviously 
valued in western culture (Donovan, 1975; Holly, 1975; Gilligan, 1982). 
The Ideal Textbook 
Having discussed the female authors who have appeared at least twice in adopted 
American literature anthologies, and having described the anthologies themselves, I wish 
to offer my own suggestions for what the ideal textbook should be. I believe that the 
ideal American literature textbook would represent writers fairly, regardless of gender. 
Reading levels and selection topics would be varied. Such a book would also provide 
adequate grammar, composition, and vocabulary sections. While studying the 
representation of women writers and the messages of their female characterizations 
present in the American literature anthologies used by the Laurens County School 
System, I have formed some opinions of what an ideal American literature anthology 
intended for use with all levels of learners in a high school setting should include. Based 
3 The West Laurens High School guidance counselor has confirmed that the numbers of students who are in foster care has steadily risen in the past decade across 
the state of Georgia. 
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on my research, I offer suggestions for development of the ideal American literature 
textbook. I would do the following: 
1) Increase visual illustrations in color to capture the reader's attention. After all we 
live in a visual age, and the youth of today are image saturated. 
2) Select a wider variety of women writers throughout the past three hundred years. 
For example, Susannah Rowson should be included because she dominated the 
American market for so long (see Chapter II). If Nathaniel Hawthorne was jealous of 
her market share, surely American literature students should know something about 
her. 
3) Represent more writers by award winning writing or writing that is generally 
hailed as their best. For example, Samuel Clemens should be represented by a 
selection from The Adventures of Huckleberry Finn, and an excerpt from The Great 
Gatsby could represent F. Scott Fitzgerald. While it is true that students should read 
these novels, the reality is that as more schools move to different types of scheduling 
(such as 4x4 block), less novel reading is occurring at least in the Laurens County 
School System. 
4) Develop a comprehensive skills-based vocabulary program that is an integral part 
of the literature instruction, not an additional workbook that is used in isolation. By 
using built-in lists, exercises, and quizzes teachers could integrate vocabulary and 
literature instruction more seamlessly. 
5) Develop grammar-based databases that promote subject integration and are 
suitable for any selection in the textbook. I think each teacher should receive a CD 
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containing grammar exercises drawn from their literature selection and their 
anthologies. 
6) Most importantly, I would identify the reading level of each selection and would 
provide various reading level selections per chronological unit in my ideal literature 
book. 
It is my hope, that as more people become aware of the textbook problems that I 
have identified, publishers will incorporate these suggestions in future textbook 
publications. 
Reiteration of Purpose 
When I set out to study American literature anthologies that the Laurens County 
School System has used, I first collected textbooks, which had been used in the system 
during the past thirty years. After searching through purchase orders and book rooms 
available to me and also interviewing veteran teachers and teachers who were students 
during the 1960s and 1970s, I had found five textbooks. In the order of their adoption, 
they are: American Literature, Adventures in American Literature, Classic Edition, 
Adventures in American Literature, Hentage Edition, Prentice Hall Literature: The 
American Experience, and Elements of Literature, Fifth Course. 
Once I had the books, I compared them to determine which female writers were 
included. I then accepted those female writers who appeared at least once in two or more 
of the textbooks for my study. I reasoned that two appearances warranted acceptance 
into the canon of American literature. 
After I had selected the seven female writers: Sarah Ome Jewett, Kate Chopin, 
Willa Gather, Katherine Anne Porter, Eudora Welty, Shirley Jackson, and Flannery 
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O'Connor, I researched each writer. I looked for significant events in their lives that 
affected their writing and I examined each of the selected stories. I re-read each of these 
with a view toward the role models they presented for adolescent females. 
In the course of my work, I realized there were certain obstacles that I could not 
overcome. I acknowledged that the interpretation was my own, as were the values 
associated with the interpretations. Thus, I had to accept that what I get out of the stories 
and what I hope students see in the stories are not always the same things. I realized that 
each group of students during the past thirty years had been presented with often- 
different stories and different things were emphasized for each group of students. I had 
to acknowledge that textbook publishers, in striving to protect market shares, often 
respond to social and political factors (Apple, 1991). 
In addition to these factors, I also realized that the judgments of what is good 
about the female characterizations within the stories and what is bad about them is my 
judgment call, based upon my background and my biases. Thus, I rediscovered that the 
teacher has tremendous power in the presentation of the materials offered in the 
textbooks. After all, simply assigning a selection does not mean that students will read it, 
or that if they do read it they will agree with the teacher's interpretation of it. Indeed, as I 
worked, I was reminded of Nancie Atwell's arguments that teachers must empower their 
students to interact and respond to what they read (Atwell, 1998). 
I also sought to answer my research question: 
Research Question 
Pratt (1978) has suggested that high school textbook publishers agreed with the 
London Times Literary Supplement reviewer who, in 1969, defined feminist fiction as 
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too didactic to be read for enjoyment. Do the fiction stories that have been anthologized 
present a patriarchal view of women for the subversive instruction of young women? 
This idea leads to the question, "What messages about the image of womanhood are 
available to adolescent females in female-authored short fiction that appears in a variety 
of American literature textbooks used since 1965, a few years preceding racial integration 
and widespread coverage of the women's movement in rural Georgia, through 2000?" 
Clearly my purpose was to answer my research question in order to improve the 
literature instruction available in my classroom. I hoped that by gaining an understanding 
of the messages about womanhood that students see in the characterizations present in 
stories by women that I would be better able to encourage young women to dream of 
independence and to make those dreams realities. 
My Findings 
Striving to answer that research question drove me to re-interpret the stories, but it 
also drove me to re-examine my own biases and my own theoretical framework. I read 
Sara Ruddick's Maternal Thinking (1989) and remembered the empowerment of 
mothering others. I opened my eyes to the mothering of students that occurs each day in 
schools. I smiled to myself many times over the shock that would register on the faces of 
my male colleagues if I complimented them on their mothering of students. Yet, that is 
what many teachers do in a society for which the only absolute is change. Indeed, in the 
modem world, school is the only stable thing for many students. 
The realization of the importance of school made me remember anew how 
important it had been to me. Just as family and religion had provided constants in my 
own life, just as they do in the lives of many of my students, school had also been a 
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constant. It had also provided a ticket out of a blue-collar life. Thus, as I pursued my 
studies, I reflected upon myself as both learner and teacher. 
From the confines of that dual role, I would read each story, and I would reflect 
upon each writer and upon each of her female characters. Over and over again I asked, 
"How will reading this story nurture my female students? Will this character inspire 
them either positively or negatively?" 
From my findings, I have drawn several conclusions about instruction of 
American literature with an eye toward positive role models in stories by women. 
Early textbooks used in this study seem virtually to have ignored women writers. 
Indeed, the earliest text seems to have tokenized them. I say this because I was appalled 
that in American Literature (1965), the publishers included only three female writers: 
Sarah Ome Jewett, Willa Gather, and Shirley Jackson. Thus, students may have 
erroneously believed that American women were not writing, when in fact, writers like 
Susannah Rowson were actually selling more books than their male contemporaries 
(Baym, 1981). 
Those women who were first anthologized in the American literature texts seem 
to have been represented by stories that were similar to male-authored stories. For 
example, Willa Gather's "The Sculptor's Funeral" was concerned with a masculinist 
focal point. Jim Laird, a very masculine man, revealed his admiration for the deceased, 
artistic Harvey Merrick, to the young art student Mr. Steavens. Women in the story 
hardly present pictures of feminine kindness, or any kindness for that matter. Indeed, 
Gather depicts Mrs. Merrick as a cruel philistine, and the author indicates that Mrs. 
Merrick's daughter is going to follow her mother's example. The only kind woman 
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depicted in the story at all is a domestic servant. Thus, this anthologized story tells 
women that to be kind is to be associated with domesticity, while to be unkind is simply 
to be disliked and distrusted. Hence, the story seems to have no directly positive message 
for women at all. Nevertheless, a teacher who takes the time to engage students could 
direct them to the indirect message present in the story of what not to be. 
Gather's "The Sculptor's Funeral" is a story that says women break the hearts of 
their children through unkindness and that they cannot fully appreciate beauty or art in 
life. They are fit only for hysterics, cruelty, or domesticity. Each story re-read from a 
maternal feminist perspective had a message that was discussed in the preceding chapter, 
but can also be briefly summarized in Table 5 below. 
Table 5 
Character Message Chart 









Married women may hold their own 
opinions. Daughters must strive to 






Widows may determine the course of 
their own lives. Female children exist 








Marriage is an oppressive cage for 
women, which demands women 
acquiesce to the will of their husbands. 
Women are comforters. 




Mothers must always sacrifice their 
own desires to benefit their children. 
Women are judged by their outward 
appearance. 
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Table 5 (continued) 







Women are hysterical and brutal or 
weak and domestic. Women cannot 







Women sacrifice art for love. Women 
may teach art, and yet not be artists. 
Women are domestic caretakers of 
others, even when they are property 
owners. 
Katherine 






Women can do physical labor on 
farms and raise families alone. 
Women are domestic caretakers. 
Women cannot rely on husbands to 
care for their material well-being. 
Women are constant in their emotional 
responses to others; men are not. 
Eudora 






Women do chantable deeds for non- 
charitable reasons and are 
manipulative. Women have little 
sincere compassion for each other. 
Loneliness destroys people, especially 
women who have developed no life 







Women make huge personal sacrifices 
for their loved ones. Maternal love is 
fraught with pain. Women perform 
services for others. Working women 




"The Lottery" Tessie, 
Mrs. Delacroix, 
Mrs. Dunbar 
The desire for self-survival is stronger 
than maternal love or personal 
friendship and affection. 
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Table 5 (continued) 





Miss Lucia, Miss 
Bertha, Mrs. Lot 
Motun, Willie 
Society does not take creative women 
seriously. Women are domestic 
caregivers. Lazy housewives lose 
their husbands. A good wife is one 
who can attend to all of her domestic 
and childrearing duties as well as help 
her husband with his work and smile 
while she is sacrificing herself. 
"The Life You 




Mothers are selfish and manipulative. 
Women can only be innocent and pure 
in the world if they are removed from 
the world (mentally challenged). 
I also saw evidence that women writers have not always been celebrated by the 
textbook companies in the same ways that men have been. For example, the textbooks 
have mentioned Hemingway's honors more consistently than they have Willa Gather's 
honors, even though Gather is one of the most celebrated American authors. I chose to 
look at Gather for this comparison because her work has been more consistently 
anthologized than the other authors in the study. However, since the late 1980s there 
seems to have been a move toward more equitable treatment of authors, regardless of 
gender. 
Furthermore, another significant conclusion was that since 1965, textbooks have 
moved from scattered, diverse questions following the short stories to a more orderly 
presentation of the questions. Based upon my observation of the texts, I submit that 
textbook publishers have increasingly grouped questions according to their difficulty and 
have sought to present the question groups in hierarchical order associated with Bloom's 
Taxonomy. Furthermore, in the 1960s, publishers often used simple sketches to 
illustrate stories, and they used few of them. In the more recent textbooks used by the 
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Laurens County School System, the quality of those illustrations has changed 
dramatically. For example, in 1965 "The Sculptor's Funeral''' in American Literature had 
no illustrations. The 1973 Adventures in American Literature, Classic Edition included 
the story with a few sketched illustrations. However, by 1980, the Adventures in 
American Literature, Heritage Edition illustrated the story with one color photograph of a 
highway leading toward the sunset. The Prentice Hall Literature: The American 
Experience and Elements of Literature, Fifth Course, the last two textbooks adopted by 
the Laurens County School System, both illustrate Gather's story "A Wagner Matinee" 
with a reprint of the work of acclaimed Impressionist artist Mary Stevenson Cassatt 
entitled "At the Opera." Indeed, the two later textbooks include many reprints of famous 
paintings. 
Other noticeable differences between the texts of the 1960s and those of the last 
decade of the twentieth century are their inclusion of composition assignments. In the 
earlier texts, I studied; each short story selection was not necessarily accompanied by a 
composition assignment. However, the anthologies moved toward including several 
composition assignments to including composition assignments that could be further 
classified as easy, average, and challenging. Elements of Literature, Fifth Course offers 
not only multi-level composition choices, but also encourages students to keep an 
ongoing journal, or reader's log, in which they can record responses to the literature they 
read. I believe this is a result of the work of Nancie Atwell (1998). 
Other researchers have also suggested that students be encouraged to interact with 
and to respond to what they read in a number of ways. For example, James D. Marshall, 
Peter Smagorinsky, and Michael W. Smith (1995), who looked at literature instruction on 
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three levels (i.e., higher-track, middle-track, and lower-track), have said that students 
must be actively engaged with their literature studies. They have suggested that the 
typical classroom discussions of literature do little to engage the students in critical 
thinking about the literature, which they read. They have suggested that educators "look 
outside classrooms for alternative models of how to talk about literature," (Marshall, 
Smagorinsky, & Smith, 1995, p. 100). They have suggested using book-club formats for 
class discussions of books read outside of class, while conceding that the challenge to 
teachers is to provide a classroom setting that will encourage students to share openly 
their honest responses to literature. Citing a belief in the "ethical power of literature" 
because it has the "capacity to help students understand themselves and enter into 
harmonious relationships with others" (p. 134), Marshall, Smagorinsky, and Smith have 
called for teachers to evaluate the patterns of literary discussion in their classrooms to 
improve them. 
Suggestions 
As a leamer-teacher-matemal feminist, I think any extended educational study, 
such as my own, must yield some information that may translate to positive experiences 
for learners in the classroom. That information may direct practices in the classroom, 
such as fostering a student-centered climate of academic inquiry for all students. It may 
also inform the theoretical framework of the teacher as it adds to or clarifies the belief 
system of the teacher-practitioner. However, the teacher-practitioner must realize that 
just as a student may be influenced by what she reads, the teacher-practitioner will also 
be affected by what she reads. Knowledge must inform practice. 
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With that said, I must admit that my study has led me to several recommendations 
for the adoption process and for textbooks in general. After all, I think it is imperative, 
having learned that messages about women in the American literature anthologies used 
by the Laurens County School System have not been as positive as I think they should be, 
that there should be changes in the presentation of American literature. These 
recommendations are shared in the following section. 
One of the first things that I have come to believe very strongly because of my 
reading associated with this study and because of my personal theoretical framework of 
maternal feminism, from which I encourage nurturing young readers with positive role 
models, is that teachers must supplement the texts they have by sharing examples of 
female-authored stories that they may find in other books besides the adopted American 
literature anthology. For example, a proactive teacher must expose her students to a more 
comprehensive picture of the development of American literature. Students need to 
know about the female writers who were commercially successful in the early 
development of the United States. Just as they need to understand the reverence for 
nature and the power of rhetoric that the Native Americans contributed and expanded for 
the early development of the literature, they must also understand that women were part 
of the development of the national literature. Students should be exposed to women such 
as Anne Bradstreet and Mary Rowlandson, but they must also see what women such as 
Susannah Rowson were writing in the field of fiction. 
Teachers can do this within their own classrooms in several practical ways. They 
can encourage the school media specialist to involve them in the selection of more 
representative fiction to augment the school library collection. Teachers can, with 
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administrative approval, contact parents and/or businesses for book donations. For 
example, just as elementary teachers may send home a list of things they would be happy 
to have parents donate to their classroom, secondary teachers could send home a list of 
economically priced books that would be a welcome addition to the school library or to 
the class library. 
Another belief I have is that teachers must encourage students to think critically 
about the textbooks they use. The teacher could ask students such questions as, "Do you 
think the fact that this unit in your book includes only one woman means that women 
were not writing?" As students try to answer such questions, they may find very useful 
information that will help them to develop a clearer understanding of the development of 
American literature. 
I also think training students to evaluate books during an adoption year could be a 
useful endeavor. Perhaps the instrument used for evaluation would be different, but I 
think it is important that students have a chance to look at books before they are forced to 
use the text. During the last adoption, I taught a story using the questions from two 
different books, and I ask students which of the sets helped them to understand the story 
more easily. They actually liked the same set that I did. I acknowledge that perhaps in 
my presentation it is possible that I subconsciously affected their opinions; however, I 
still think the additional information of student opinions is important. I would rather 
have more information than to spend thousands of taxpayer dollars without that 
information. Teachers must encourage dialogue about books, including textbooks, with 
students. 
186 
Teachers must also help all students to realize that positive role models of both 
genders are important for both males and females to read. Both male and female students 
can learn about the connection between art and life from Gather's "A Wagner Matinee" 
and about trust and exploitation from O'Connor's "The Life You Save May Be Your 
Own." 
Students must learn to look at stories and at characterizations critically. They 
must be able, for example, to see beyond surface messages because so many surface 
messages are presently negative. For example, with the help of the teacher, students must 
be able to see that Phoenix Jackson is more than a poor old woman walking to Natchez or 
that Aunt Georgiana is more than a woman who sacrificed her art. Students must see that 
these women are strong women. 
Furthermore, while I think it is important that female students understand that 
women can be successful writers, I think that it is also important that males also learn and 
understand that fact. Likewise, while women make up over half of the adult population 
in the United States, I realize that history does not necessarily support the idea that they 
have represented at least half of published writers. I do not believe that artistry is 
necessarily a gender-trait. I believe that it is a teacher's first responsibility to teach 
students to question and to look for answers to those questions. For example, questioning 
the apparent absence of early American women writers led me to discover Susannah 
Rowson and Nathaniel Hawthorne's disdain for her work. 
Nevertheless, I do not mean to imply that certain "classic" male writers should be 
eliminated from the high school American literature canon only to make room for women 
writers. For example, I do not think James Fenimore Cooper's tales of Natty Bumppo 
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should be sacrificed only to ensure space for Susannah Rowson's work; instead, I would 
suggest that an excerpt from her work be added to the canon as represented and used by 
American literature anthologies. However, if a publisher chose to exclude Cooper 
because his literary period could be represented by another writer or if a sample group of 
students rejected Cooper on the same grounds that Samuel Clemens/ Mark Twain 
criticized his work, then 1 would not shed any tears. In other words, while I believe that 
not enough women have been represented in the textbooks, I do not propose that men's 
writings should be excluded merely because men authored them. Instead, I suggest that 
there is work by women that should also be included. 
Selections included in the literature anthologies used in the schools should be as 
representative as possible and should be examples of quality writing from specific literary 
periods in the history of what is now the United States of America. There must be a 
concerted call for literature by and for women that meets the standards of good writing as 
determined by the standards of the time4 (Felski, 1989). Furthermore, I believe that 
"good writing" demonstrates a mastery of the constructs of standard English (or whatever 
language in which the literary work is created), or dialect as appropriate, and is 
interesting. Indeed, I believe that female writers should be represented by works that 
show a proficiency in written language, and deal with topics that are of interest or 
relevance to females. 
As teachers evaluate textbooks for future adoption, they must not only consider 
the quality of the work included, written by both males and females, but they must also 
evaluate the textbooks with an eye toward the messages those texts send to 
4 For further discussion of standards of literature, please see publications of the National Council of Teachers of English. 
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impressionable adolescents. Questions that teachers may wish to address informally may 
include some of the following: 
7) Are there both male and female characters in the story? 
8) Does one gender dominate the story? 
9) Is there interaction between the male and female characters in the story? 
10) Is the protagonist male or female? Is the antagonist male or female? 
11) How do the characters resolve the conflict? 
12) Are female characters depicted as capable of solving problems? 
13) Overall, does the story depict women positively (autonomous) or negatively 
(with no self-esteem)? 
Obviously, the process of having studied five high school American literature 
anthologies has influenced the way I look at textbooks, and has given rise to new 
questions that extend beyond my original research question. 
In addition to critically evaluating the textbooks with an eye toward the messages 
those texts send to students, teachers should also involve maternal feminists in the 
textbook adoption process. Like maternal feminists such as Sara Ruddick (1990), 
teachers adopting texts must be cognizant of the heavy responsibility they bear in 
providing positive role models to students and in accepting that what works once may not 
work every time. In other words, the maternal feminist teacher must recognize the 
fluidity of the dilemma faced as she (or he) tried to select a book for children who change 
year-to-year, class-to-class and must try to select texts that although subject to budget 
constraints, must be usable for several years. 
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Like Deborah O'Keefe (2000), maternal feminist teachers must also recognize the 
possible impact of those role models upon the character development of the students in 
question. Clearly, I am suggesting that the teacher deliberately try to influence children 
via their reading matter and help shape the child's moral development in a socially 
positive manner according to the social sphere of the school community. Yes, it is 
important to expose children to a wide variety of literature. It is important for children to 
see hard-working, honorable characters be rewarded and villainous characters punished. 
However, it is more important, I think, that children learn to distinguish socially 
acceptable from socially unacceptable behaviors. Consequently, because maternal 
feminists are committed to nurturing the development of the individual child in the most 
positive manner appropriate to the child, such feminists need to be involved in the 
textbook adoption process. 
Finally, my research has made me very conscious of reading as a foundation of all 
learning. While many teachers argue that by the time a student reaches the last two years 
of high school he or she has either mastered reading or will not be able to master reading. 
I find this statement disturbing. Reading is the foundation of formal education. Thus, 1 
think all teachers are teachers of reading and all textbooks are essentially reading texts. 
Therefore, I have come to believe that reading levels should be determined for all 
selections in the ideal American literature anthology. The ideal book, as stated 
previously, should be broad and diverse in its representation. This diversity will make 
the book more appealing to adolescent readers. At the same time, diversity coupled with 
identified reading levels will allow the individual classroom teacher a more time-efficient 
manner of planning and personalizing literature instruction. 
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Further Research 
Answering one question often leads to another in daily life. Thus it has been with 
this research project. If girls are being sent predominantly negative messages about what 
it means to be a woman by reading the short story selections in their American literature 
textbooks, then obvious questions that arise from that conclusion include the following: 
14) Who are some female writers who wrote about females? 
15) Who are some female characters that stood up to and triumphed over male 
characters? 
16) How were the female writers of stories for women received by their male 
counterparts? 
17) WMt negative messages are being sent to female and male students about being 
a man? 
18) What positive messages are being given to male and female students about 
being a man? 
19) What are some ways that teachers may ennch their American literature course 
curriculum for minimal cost? 
20) To which contemporary women writers do students need to be exposed? Why? 
21) How might race have affected inclusion or exclusion of short stories against the 
backdrop of specific social changes? 
However, these are all questions that arise from this study and may inspire future studies. 
From my research, I found that there appears to have been some positive changes 
in the representation of women writers by textbook publishers during the course of the 
past thirty years in regards to biographical information. For example, in the later 
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textbooks, the awards that women won are reported similarly to the way the awards of 
male writers were reported. In the earlier anthologies, some prizes and awards were 
listed for male writers, but not consistently listed for the women writers. However, there 
still exists a disparity between the number of male fiction writers and the number of 
female fiction writers included in the texts, as well as in the length of the stories 
themselves. Publishers still include fewer women than they do men, and they still devote 
fewer pages to the women writers than they do the male writers. Furthermore, many of 
the female-authored stories that have been included in the texts, that have appeared in the 
literature anthologies at least twice and thus have found acceptance into the canon, 
resemble stories written by men. For example, O'Connor's focus is more on Mr. Shiftlet 
than it is on Mrs. Crater or Lucynell, and Gather's stories are also more concerned with 
the thoughts and feelings of her male characters rather than her female ones. 
In short, textbooks have come a long way in their inclusion of women, but their 
journey is not over. Hence, one may ask, "What does this particular qualitative study do? 
Why is it important?" To those questions I would respond that as teacher-practitioners, 
every educator has a responsibility to evaluate and re-evaluate our tools, our artifacts, in 
an on-going manner because our tools must change in order to best serve our changing 
community. In order to make better decisions regarding the instruction of American 
literature students and in adopting textbooks, educators must be able to identify what they 
want in a textbook, and the logical place to begin that metaphorical journey to 
improvement is to understand what we already have. Furthermore, in order to best 
understand what we have, and to understand the progress that has been made, it is 
imperative that we understand what we have had in the past and what we have in the 
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present. Only in understanding where we have been can we begin to see where we are 
going in the area of improving textbooks and demanding more positive messages from 
anthologized literature by women about what it means to be a woman. 
As my daughter's mother, I want to improve instruction one course at a time so 
that my daughter will feel pride in her gender, and will be able to laugh at the restrictions 
that my generation faced. As a teacher, I want to improve society one text at a time. As 
a maternal feminist, I want to improve society one child at a time, and I strongly believe 
that the key to improving society is to improve education and that an important tool in 
that task is to provide students with positive role models in the literature they read—role 
models of autonomous, proud women and men who pursue their dreams despite their 
gender. This world of equality is the world I wish for my daughters as well as my sons. 
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Short Stories by Female Authors Present in Selected Texts 
Stories that appear in more than one anthology are in bold print the first time they 
are listed. Writers who have been included in the canon used by textbook publishers but 
whose representative selections have varied have also been listed in bold print the first 
time the selection appears in the following list. 
• American Literature, Houghton Mifflin (1965); 
"The Hiltons' Holiday" Sarah Orne Jewett 
"The Sculptor's Funeral" Willa Gather 
"The Lottery" Shirley Jackson 
• Adventures in American Literature, Classic Edition, Harcourt, Brace & 
Jovanovich (1973) 
"The Sculptor's Funeral" Willa Gather 
"The Jilting of Granny Weatherall" Katherine Anne Porter 
"A Visit of Charity" Eudora Welty 
"The Lottery" Shirley Jackson 
• Adventures in Amencan Literature, Heritage Edition, Harcourt, Brace & 
Jovanovich (1980) 
"The Sculptor's Funeral" Willa Gather 
"The Jilting of Granny Weatherall" Katherine Anne Porter 
"A Worn Path" Eudora Welty 
"The Crop" Flannery O'Connor 
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• Prentice Hall Literature: The American Experience, Prentice Hall (1989); 
"A White Heron" Sarah Orne Jewett 
"The Story of an Hour" 
"A Wagner Matinee" 
"A Worn Path" 




Katherine Anne Porter 
" The Life You Save May Be Your Own" Flannery O'Connor 
"Average Waves in Unprotected Waters" Anne Tyler 
"The Signature" Elizabeth Ennght 
"Journey"' Joyce Carol Gates 
"Imagined Scenes" Ann Beattie 
"Anxiety" Grace Paley 
Elements of Literature, Fifth Course, Holt, Rinehart & Winston (1997) 
Kate Chopin "A Pair of Silk Stockings" 
"A Wagner Matinee" 
"A Worn Path" 
"The Jilting of Granny Weatherall" 
"The Life You Save May Be Your Own" Flannery O'Connor 
"from 'Rules of the Game' from The Joy Luck Club" Amy Tan 
Willa Gather 
Eudora Welty 
Katherine Anne Porter 
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Appendix B 
Textbook Analysis Protocol 
Name of Textbook:    
Publisher:  
Copyright:  
Number of Short Fiction selections: Average page length:  
Number of Short Fiction male writers: Average page length:  
Number of Short Fiction female writers represented: Average page length: 







Author and Short Story Analysis 
I. Author:  
Education & experience: 
Awards:  Pulitzer  National Book Award  Nobel 
Other genres: 
Misc.: 
II. Short Story Title: 
Setting: 





Resolution (favors which characters, etc.): 
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Appendix D 
Introduction of Tippett's Book Evaluation Instrument 
Each year public school systems spend thousands of dollars on textbook 
purchases. Most have developed a cyclical approach to the purchase of books. In other 
words, each year a different type of book is adopted by the school system. Although 
occasicn.';!iy a system will adopt a series of books without actually purchasing them, 
usually adoption of a textbook signifies impending purchase. Books are becoming 
increasingly expensive; thus, it is imperative that schools be able to choose a book that 
will satisfy the educational needs of its students without destroying the instructional 
materials' budget allotment. However, the school system cannot sacrifice educational 
benefit to costs. Instead, the school system must determine which book to buy based 
upon cost effectiveness. In order to do this, the book must be evaluated in terms of 
quality and instructional utility. 
In 1997,1 was asked to help evaluate English textbooks for high school use at a 
public school in rural Georgia. In looking at the many different books available from 
various companies, I realized that it would be easy for one particular element or quality 
of a book series to influence a teacher's opinion unless the teacher were given some sort 
of instrument that would help him or her to evaluate each book fairly. I had seen a book 
adopted previously on the merit of its artwork and another had been rejected on the basis 
of its outward appearance. After such actions, I had seen and heard teachers who had 
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made such rash decisions regret those decisions. I felt that to evaluate the books fairly, 
an evaluation instrument was needed. 
On the Internet, I was able to locate a textbook evaluation form developed by a 
group of parents who felt that public schools were places of anti-God brainwashing; 
however, it did invite parent input. Another form used by an elementary school in the 
West was promising because it allowed teachers to decide if a quality present in the book 
was poor, fair, good, or excellent. The textbook evaluation form developed by the 
Georgia Department of Education dealt with the QCC objectives (Quality Core 
Curriculum objectives); however, it asked only if the teacher agreed or disagreed that the 
element was actually present. The Georgia form did not allow for ratings of quality. If 
there were a wide range in quality, this broad labeling might be acceptable. However, 
today's highly competitive publishing companies often produce very similar works. For 
example, all the proffered literature books might contain adequate appendices; however, 
one might actually be superior to another, but the form would not allow that comparison. 
Obviously, all three forms had both positive and negative qualities. 
Based upon this realization, I decided to develop an instrument that would 
incorporate the best qualities of all the instruments I considered. I wanted to assess 
whether key elements were present in the book, and I wanted to determine the quality of 
many of those elements in order to meet the purpose of book evaluation, i.e. to choose the 
book that would best meet the needs of students for the best price. I also wanted the 
instrument not only to be thorough, but to also be manageable. While some instruments 
are only one page and are not thorough, others are exceedingly thorough at thirty pages, 
which I feel is too long to ask teachers to complete. 
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The Tippett instrument is thorough, manageable, and will provide important 
feedback to those responsible for ordering books. Furthermore, the Tippett Book 
Evaluation Instrument meets the utility standards because it does what it purports to do. 
It is leasiir-le because teachers who will actually be using the books in question should 
first use it, and it solicits iheir opinions. Because it does not compromise laws or ethics 
regarding human welfare and dignity, it meets the standards of propriety. Because of the 
broad spectrum ol information covered by the instrument, it meets the standards of 
accuracy by revealing and conveying technically adequate information (i.e., correlating a 
percentage ranking to the areas of assessment that represent its overall quality). Finally, I 
feel thai the instrument meets professional standards because it is designed to be 
conducted objectively and "in good faith." Evaluators are asked for their feedback as 
professionals. 
In closing, I believe that the Tippett Book Evaluation Instrument allows breadth 
of evaluation while also providing structure and specific qualities to judge by 
professional educators. It does not involve direct parent assessment; however, parents 
may certainly be involved in the evaluation process. 
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Appendix E 
Tippett's Book Evaluation Instrument 
The following instrument is divided into sections. Each section deals with different 
criteria. Every book should be judged according to the directions for that section. 
Book Evaluation Form 
Teacher:   
Book Title:   
Pages: (#) Type of Book :  
Intended Grade level:  
Publisher:  
I. General textbook suitability 
Please rate the following criteria as either 2 - acceptable, or 1 - unacceptable. 
A-l. Instruction: 
  1. Skill objectives of materials correlate with the state core curriculum. 
  2. The presentation of the scope and sequence of skills is well organized and 
easy to follow. 
 3. Clear explanations of graphics are included in the teacher resource material. 
  4. Skill objectives are introduced and skills are modeled, taught, and practiced 
adequately before they are applied in student sections. 
 5. Lesson plans and teaching suggestions provide for efficient adaptation of 
materials for a variety of learning levels. (Activities are classified for different levels, 
i.e. challenging, average, less challenging, and the classifications are correct). 
 6. Lesson plans and teaching suggestions provide for efficient adaptation of 
materials for visual, auditory, tactile learning styles, etc. 
  7. Material is relevant and appropriate to the grade level(s). 
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  8. A Reading level assessment of 3 - 5 different sets of directions shows that 
the directions are appropriate for the grade level. (Directions in the student editions 
may be read and understood at the appropriate grade level independently.) 
 9. A Reading level assessment of 3 - 5 selections shows that the reading level 
is appropriate for the grade level. 
Note: When assessing reading levels, it is suggested that passages be selected to 
represent 20% of the book. For example, for a 100-page book, it is suggested that five 
passages be chosen to assess the reading level. 
A-2. Content 
 10. Lessons are presented in an organized, grammatically well-written, and 
logical sequence. 
 11. Selections provide opportunities for appropriate application of skill 
objectives. 
 12. The number of opportunities for appropriate application of skills is 
comprehensive, allowing the teacher plenty of material from which to choose 
 13. The content is up-to-date in the subject area. (If this is not applicable, 
please rate as 2.) For example, for a secondary grammar text, is the research style 
current? 
  14. The material reflects multicultural awareness and gender equity. 
A . Total points = percentage (pts./28) 
(Both A-l and A-2) 
B. Please rate the following items according to student point of view. 
1-poor 2-fair 3-good 4-excellent 
1. Contribution to critical thinking skills. 
2. Arrangement of type on page. 
3. Logical development of ideas. 
4. Paragraph and sentence structure is clear. 
5. Chapter and marginal headings are used where appropriate. 
6. Summaries are provided where applicable. 
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 7. Review questions are well worded and available in satisfactory numbers at 
the end of chapters (or where appropriate). 
 S Table of contents is well-organized. 
 9 Suggestions for enrichment are evident for both teachers and students. 
 10. The index is user-friendly and comprehensive. 
 
11 ■ There is an adequate number of writing assessment opportunities for 
students at the end of each chapter or activity, allowing the student to express 
mastery of the material as well as to enhance student writing skills in all areas. 
 12. Vocabulary is taught in context (regardless of subject area). 
 13. A bibliography is present. 
 14 Appendices are present and well-organized. 
B . Total points = percentage (pts./56) 
C. Physical features: 
1- Poor 2-Fair 3-Good 4-Excellent 
 1. General attractiveness (Is the book visually inviting?) 
2. Size of book 
 3. Paper quality 
 4. Typeface 
 5. Binding durability (glued or sewn or both) 
 6. Page arrangement (Are the pages well-organized or "too busy"?) 
 7. Quality and availability (number, placement) of illustration and maps, etc. 
D. Total of points = percentage (pts./ 28) 
* * * * * * * if jf * * * * * * * ***** * ****** * * * ** ******** X- #*****************» * 
Now, average percentages. This provides an overall percentage rating of the book. 
( + + ) / 3 = % 
ABC 
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Reading level assessment instructions: 
1. Randomly select three 100-word passages from the book selections or articles. 
2. Plot the average number of syllables and the average number of sentences per 100 
words on the graph to determine the grade level of the material. 
3. Choose more passages per book if great variability is observed and conclude that the 
book has uneven readability. 
Note that for some schools using the same text for multiple ability tracts, this variability 
may not be a negative factor. 
4. Few books will fall into the solid black area, but grade level scores are invalid for 
those books that do. 
Assessment of instructions will be done by grouping directions for a "created" 100- 
word passage from the beginning, middle, and ending of the book. Steps 2, 3, and 4 will 
be the same. 
More detailed directions for Working Readability Graph. 
1. Randomly select three sample passages and count exactly 100 words beginning with 
the beginning of a sentence. Do not count numbers. Do count proper nouns. 
2. Count the number of sentences in the hundred words, estimating length of the fraction 
of the last sentence to the nearest l/10th. 
3. Count the total number of syllables in the 100-word passage by putting a mark above 
every syllable over one syllable in each word, then, when you get to the end of the 
passage, count the number of marks and add 100. 
4. Enter graph with average sentence length and number of syllables; plot dot where the 
two lines intersect. Area where dot is plotted will give you the approximate grade level. 
5. If a great deal of variability is found, putting more sample counts into the average is 
desirable. 
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The Readability Graph was created by Edward Fry and was first published in 
Elementary Reading Instruction, 1977. It is made available to teachers on the Internet 
by the McGraw-Hill Companies on Kathleen Schrock's homepage: 
http://www.capecod.net/schrockguide/fry/fry2.htm 
at*********************************************************** 
II. Briefly discuss your reaction to the book in terms of adoption. Cover any points not 
covered above, or elaborate upon the above points. You may write on the back of this 
page if necessary. Thank you for your evaluation of the books. 
Teacher Signature Date  
Recommendation  
Dept. Chairperson Signature Date  
Recommendation  
Curriculum Leader Signature  Date  
Recommendation  
Principal Signature Date  
Recommendation 
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